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Introduction to Thesis 
This thesis is a feature film script with a 30,000‐word exegesis. The creative text, 
Twisted Things, is a ‘timeslip’ detective story. It makes use of shifts in time 
between the past and the present to explore issues in Australian history and 
society. Twisted Things is set in the present and in 1959 during the making of the 
film On the Beach in Melbourne. The time and place were chosen because of the 
opportunities presented both in creating fictional material from a well known 
historical event, and the chance to explore and contrast postwar and 
contemporary Australian society. 
The exegesis, Playing with Time, is divided into three chapters. Chapter 
One elicits the social, political and psychological forces of the 1950s that led to 
the construction in Melbourne, Australia, of Stanley Kramer’s On the Beach. 
Chapter Two explores how the presence of famous film stars in Melbourne 
reflected Australian men and women’s understanding of themselves in the 
context of the glamour, celebrity and consumer culture of Australia in the 
1950s. Chapter Three asks how time can be utilised in art to interpret the 
vagaries of the human condition within a Deleuzian framework. 
The form of the exegesis is rhizomic. The issues presented are informed 
by the process of creative research and critical issues are not examined in great 
depth but sit loosely within a Deleuzian framework. The research brings 
together a diverse collection of material and incorporates it into a unique 
whole. 
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Preface: Neither Fish nor Fowl 
 
A text in performance is the writing which is required by that work – 
its form is defined by the needs and the processes of a given work, not 
by literary convention or tradition. 
     Allen and Pearlman (1999: xii) 
 
To make a great movie, you need just three things: a great script, a 
great script and a great script. 
    Albert Hitchcock, director (Frensham, 1996: 2) 
 
A screenplay is a transitory literary work at best on its way to becoming 
another medium, something that has no real worth until that transformation 
is complete. Until relatively recently the status of the screenplay has been 
dubious at best. While a play always had status as a literary text and a 
tradition of publication, the screenplay had none. Screenwriting manuals 
commonly begin by warning beginning writers their screenplay is a 
‘blueprint’ … ‘a diagram of possibilities used by the production cast and 
crew to realise the drama’ (Frensham, 1996: 6). For the screenwriter there 
is always the knowledge that there are at least two texts: the screenwriter’s 
text and the post-production text and possibly several in between 
depending on the attitude of the director and actors towards improvisation 
and the pragmatics of the production. The writer sending a screenplay to a 
producer wonders whether it will be read as complete within the page or 
merely a stimulus for imaginable potential.  
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Performance theorist Catherine Arturi Parilla writes that ‘the reading 
of the dramatic text is a complete internalised dramatic performance act, 
not a partial experience (emphasis added 1995: 9) and screenwriting 
teacher Ray Frensham asks: ‘Did the script create the movie in your mind? 
(Frensham’s emphasis) (1996: 12). I agree with Frensham but not Parilla. 
The aim of the screenplay is to inspire readers to think further and more 
deeply, to generate other ideas from the readers’ own experience that 
might, if they are part of the production crew, be realised on the screen. I 
agree with Parilla when she says, ‘the reader of the dramatic text is not 
time bound to the event as are spectators at a performance’ (1995: 8), 
which holds true for a film as much as a play. One therefore wonders how 
complete the internalised dramatic performance can be given that the 
reader has potentially infinite time to read and re-read while the viewing 
audience has not. Of course even this rule is changing, depending on the 
viewing platform, audiences might have the same infinite time as readers. 
The position of the screenplay, a provisional document in a 
commercial industry, has meant that no critical theory has developed 
around the relationship of the screenplay to the production. Critical 
analysis of cinema abounds, but on the relationship between screenplay and 
production we have only what is written regarding theatrical texts. 
Nevertheless, Patrice Pavis’s summation of the relationship between text 
and performance in theatre is relevant to screenwriting if we read 
‘performance’ as including all the elements of production (including 
performance) additional to the screenplay: 
It is not possible to deduce from the performance the work that 
led up to it; for the performance is the synchronic confrontation 
of signifying systems, and it is their interaction, not their 
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history, that is offered to the spectator and that produces 
meaning (1988: 86). 
My own experience with the filmmaking process as both writer and 
director of my own work has yielded different experiences with the text. 
There are three distinct stages: the first as writer, concerns the many drafts 
completed both alone and with a script editor; the second as director, with 
the production process which includes rehearsal with actors, and the third; 
is the post-production process. In all processes the text is open to 
negotiation with the most substantial re-working occurring in post-
production. Of the two films I have written and directed, the first had a 
storyboard but no written text and was produced unchanged, while the 
second received considerable dramaturgical input from the actors and 
production crew.1  
If Twisted Things were to be produced, I expect the screenplay to 
change during the production and post-production process. As one moves 
from one stage to another with the input of so many others, the work 
assumes its own life and a scriptwriter loses the sense of individual 
authorship and begins to assume the collective one. In this situation, and 
given the length of time a film takes to complete, it is relatively easy to cut 
and re-order scenes that were written several years before the production. 
The layout of a screenplay privileges dialogue, but as the standard 
maxim for the screenwriter is ‘show, don’t tell’ what we see rather than 
what the characters say should be privileged. If I were to direct Twisted 
Things my vision would be to maximise the differences between 
contemporary Melbourne and 1959 Melbourne. Contemporary Melbourne 
                                                 
1 The Lead Dress (1985) won Australian Film Institute Awards for Experimental Short Film and 
Sound. Higher than High (1988) received a theatrical release and has been shown on SBS and 
ABC television.  
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is winter, urban and crowded and predominately black and grey with 
intrusive urban noise. Melbourne in 1959 is bleached out summer. The 
characters should have plenty of space around them and more ‘natural’ 
backgrounds such as birds and crickets. Inspired by Oliver Stone2 I would 
use name actors in cameo roles to underline the fictive nature of the 1959 
story. Anachronisms would be present – Nora may even have a mobile 
phone that doesn’t work. However it may be achieved, I would wish for a 
1959 that is clearly a construct of the protagonist’s mind. 
                                                 
2 See Introduction to Exegesis for a discussion on Stone’s techniques. 
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INT. JEWELLERY STORE - WINTER  - DAY 
LUCY, thirties, stands in front of the jeweller, brimming with 
happiness. 
LUCY 
I want to make the final payment right now.  
JEWELLER 
(laughing) 
You not coming in every week - I’m going to feel 
there’s something wrong. 
The beautiful gold necklace inset with opals and emeralds nestles in 
Lucy’s palm. The opals and the different shades of gold catch the 
light as she moves the necklace.  
LUCY 
It’s beautiful. Absolutely perfect. 
 
INT. NORA AND LUCY’S KITCHEN - NIGHT 
Lots of food around. Friends spill into the kitchen laughing and 
drinking.  
Lucy in a party dress puts birthday candles on a lavish chocolate 
cake. The icing on the cake reads, ‘Happy Birthday Nora’. She 
smiles with satisfaction. 
FRIEND A (O.S) 
She’s here, walking up the steps now. 
Lucy races through the  
LIVING ROOM  
packed with more friends, and resplendent with flowers and 
streamers, 
LUCY 
Sshh!  
and into the 
VESTIBULE  
The sounds of footsteps outside and the key in the door. 
The door opens. NORA, fifty and handsome, stands on the threshold. 
LUCY 
Happy birthday, darling! 
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The friends can’t contain themselves. They spill into the vestibule. 
FRIENDS 
Surprise! 
Nora stands there, genuinely surprised and emotionally overcome. 
NORA 
Oh. Oh. Oh my goodness...I don’t ... thank you. 
 
INT. NORA AND LUCY’S DINING ROOM - LATER  
Lucy carries in the birthday cake ablaze with 50 candles. She places 
it in front of Nora amidst a chorus of oohs and aahs from the friends 
around the table.  
The crowded table of guests lean forward. Nora blows the candles 
out in one go. Everyone cheers. 
Nora holds her champagne glass up. She is radiant. 
NORA 
I want to thank all of you here tonight. Everyone, 
especially you, Luce, have made this the best 
fiftieth birthday anyone has ever had.  
(to Lucy) 
Thank you, darling. 
She leans in and kisses Lucy who smiles with pleasure. 
Everyone claps. Nora cuts the cake. Cries of, ‘Make a wish.’ 
Nora doles out the cake in huge slices. Guests mill around laughing, 
making her cut them smaller.  
In the background someone turns Patti Smith’s ‘Gloria’ up LOUD.  
 
BEDROOM - LATER 
The guests have gone.  
Nora sits in front of the dressing room mirror. Two champagne 
glasses in front of her.  
The necklace is around her neck but she has her eyes closed. 
LUCY 
You can open them now. 
Nora opens her eyes. She can hardly believe what she sees. 
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NORA 
You didn’t! You didn’t! 
LUCY 
I did! 
NORA 
It’s beautiful... absolutely perfect. 
They clink their glasses. 
NORA 
I love you, Lucy Mantello. 
LUCY 
I love you, Nora Bennett. 
They kiss slowly. 
Nora’s mobile phone on the bedside table rings loudly. She picks it 
up.  
A pause as she listens to the voice on the other end. Her face 
changes. 
 
INT. HOSPITAL - NORA - NIGHT 
hastily dressed, stands at the bedside of HARRY, 80, horribly 
emaciated. Harry is unconscious and can’t breathe unaided.  
A DOCTOR approaches. 
DOCTOR 
Severe head trauma. Fell and hit his head, I 
expect. We don’t know when or even if, he’ll 
regain consciousness, Ms -- um - 
He looks at his list searching for her name. 
NORA 
It’s Doctor... I’m a doctor... oh my God. 
She covers her face to hide a surge of emotion. 
 
INT. LUCY’S CAR - NIGHT 
Lucy drives. Nora looks away out the window.  
LUCY 
Nor ... 
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NORA 
I don’t see him for five years and then I can’t 
hold it together for the diagnosis... 
Lucy stops at a light. 
LUCY 
Nor, whatever happens, we’ll get through it. 
Okay? We will. 
NORA 
Meals on Wheels found him...oh God... 
 
INT. NORA’S ROOMS - DAY 
Nora sits listening to a patient - Mrs Andrews - sixties and well off. 
MRS ANDREWS 
-- and he thought I might have... what is it... A R 
something, I don’t know but he said there are two 
kinds, wet and dry. And you can tell because you 
can see it in the eye... doctor, are you listening?  
Nora has drifted off. She tries to pay attention to Mrs Andrews. 
 
NORA 
A.R.M.D., I think, go on. 
MRS ANDREWS 
-- I really think I should be tested just for peace 
of mind if nothing else -- 
LATER 
Nora alone in her rooms dials her phone. 
NORA 
Harold Bennett -- he’s a head trauma patient--
(pause) Nothing? Okay, thank you. 
 
INT. HARRY’S HOSPITAL ROOM - NIGHT 
Nora sits beside unconscious Harry. She holds his hand - it’s limp. 
She looks at his brain waves pulsing on the ECG machine above his 
bed. 
NORA 
Dad? Dad, can you hear me? 
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There is no response.  
She notices a hat on the bed. It’s an old-fashioned man’s trilby with a 
bright bird’s feather in the band. It’s the kind of hat Harry would 
wear. Nora places the hat on the shelf with the rest of Harry’s 
clothes.  
A NURSE approaches. 
NURSE 
No change I’m afraid.  
They both look at the ECG. 
NURSE  
(continuing) 
Sometimes familiar things - things from home 
can make a difference - slippers, his favourite 
coffee cup, anything really -- 
NORA 
Okay, yes. Um ... Was there a key with his things, 
do you know? 
 
INT. NORA AND LUCY’S BEDROOM ROOM - LATER 
Nora lies in bed with Lucy. 
NORA 
And it hit me I have no idea what his favourite 
coffee cup is or if he even drinks coffee. And I 
realised I don’t know my own father or his life 
since...since I left -- 
LUCY 
Him being a total shit didn’t help either. 
NORA 
Seeing him lying there, defenceless... maybe he 
wasn’t the shit -- I was. 
 
EXT. HARRY’S HOUSE - DAY 
Nora and Lucy push open the old gate and battle the bushes over the 
path that leads to the front door of a dilapidated weatherboard house.  
They reach the front door and Nora tries the key. It fits the lock but 
won’t turn. 
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They walk around the side of the house. One of the bay windows is 
open. 
NORA 
Give it a go? (Gesturing to the window) 
LUCY 
You first. 
Lucy gives Nora a leg up and she climbs through the window. She 
pushes through the curtains, her feet looking for something solid. 
They feel the coffee table below the window but in the process knock 
something off the table onto the floor below. It lands with a crash. 
Safely in now, Nora picks up the broken glass from a framed 
photograph. It’s a photo of Harry with two women and a man in a 
kepi hat. Harry is looking at one of the women who stares straight 
ahead. Across the photo is written ‘On the Beach, 1959’. 
Too late, she notices she’s cut herself. A thin line of blood wells up 
across her palm. 
LUCY 
(o.s) 
Hey! Are you in? 
NORA 
Yes, go to the front. 
Nora puts down the photo and looks around. Files and photographs 
are all over the floor. A couple of chairs are overturned.  
With difficulty she makes her way to the light switch.  
She switches on the light. The place is a mess. She walks to the 
HALLWAY  
and opens the front door for Lucy. 
LUCY 
(wrinkling her nose) 
Eeuw. 
Nora nods in agreement. 
NORA 
How about we spread out and look for anything 
remotely comforting. 
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Lucy heads off down the hall towards the bedroom. Nora turns to 
return to the lounge room when the hallway phone starts ringing. 
She hesitates for a moment and then picks it up. There is no one 
there. 
Meanwhile in the 
BEDROOM 
Clothes and belongings all over the floor. The drawers from the chest 
of drawers have been flung on to the floor. 
LUCY 
(calling out to Nora) 
Do you think he’s been burgled? Or is he just 
messy? 
She surveys the floor. Where to start? She picks up an alarm clock 
and looks at it. 
In the  
LOUNGE ROOM 
Nora finds a box and puts the broken photo in it. She looks around 
for anything else. 
She sees another photo of Harry with a movie camera standing next 
to another man. ‘No Quorns here! Bud Tingwell 1949’ is scrawled 
across the photo. She puts that one in the box too. 
Lucy enters carrying a box of things. 
LUCY 
We are so late and I so can’t be late again. 
 
EXT. NORA AND LUCY’S FRONT DOOR - DAY 
Nora and Lucy stand at the front door, their boxes at their feet. Both 
feel in their respective pockets for their front door keys. 
NORA 
I thought you had yours. 
LUCY 
I thought you had yours. Great. I’m going to get 
fired for sure. 
Nora smiles. 
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NORA 
No, you’re not – I had this brainwave last week -- 
She opens the old wooden bread slot beside the front door. Inside is a 
little panel, which she pushes aside and pulls out a spare door key.  
NORA 
(continuing) 
Perfect for a spare key, don’t you think? 
She puts the key in the front door. 
 
INT. NORA AND LUCY’S KITCHEN - NIGHT 
Nora and Lucy sit at the kitchen table looking at Harry’s stuff, plates 
of pasta and salad beside them. 
LUCY 
Pyjamas? 
She holds up some new-looking pyjamas. 
NORA 
Maybe. 
Lucy puts them in the ‘maybe’ pile. 
LUCY 
Dressing gown? 
Nora shrugs. Lucy puts it in the ‘maybe’ pile. 
LUCY 
Hat? 
She holds up a hat similar to the one Nora saw at the hospital. 
NORA 
Uh uh. His hat’s there already. 
Lucy puts it in the ‘no’ pile. Nora surveys the pile. 
NORA 
(continuing) 
Three maybes and a no. Pathetic.  
She pulls out the photo of Harry standing beside a movie camera and 
puts it in the ‘yes’ pile. 
Lucy pulls out the photo with the broken glass -Harry with the two 
women and the man in the kepi hat. 
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LUCY 
On the Beach, huh? I didn’t know they made a 
movie of it. Is that your mum? Your dad’s 
looking at her... 
NORA 
My mum looked nothing like that. You’ve seen a 
picture of her. 
LUCY 
No, I haven’t. 
Nora rolls her eyes and exits. Lucy continues looking at the photo. 
Nora returns with a studio portrait of a glamorous blonde. 
NORA 
I have her eyes apparently. Her name was Betty. 
LUCY 
(looking at the photo) 
You’ve never mentioned her. 
NORA  
She died when I was born. Dad never talked 
about it. I don’t even know where she’s buried. 
 
INT. NORA’S ROOMS - DAY 
Nora carefully unwraps the bandages from a toddler’s eyes. The 
toddler’s mother waits expectantly. 
The toddler looks at his mother. 
TODDLER 
Mama. 
The mother crying, puts her arms around the toddler. 
MOTHER 
(to Nora) 
It worked. 
Nora nods. 
Nora’s phone rings. It’s Lucy. 
NORA 
(into phone) 
Hey. 
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INTERCUT WITH LUCY AT HOME  
Expertly juggling the phone with doing up her waitress’s uniform, 
putting her shoes on, packing her bag. 
LUCY 
(into phone) 
Nelson put me on dinners - again, but listen, I 
called Births, Deaths and Marriages. Your birth 
certificate’s ready  
but you have to collect it in person. Okay? Oh, 
and there’s risotto in the fridge.  
Lucy hangs up and runs out the door, slamming it. 
The phone rings again but she’s gone. 
 
INT. NORA AND LUCY’S LOUNGEROOM - NIGHT 
Nora is asleep on the couch. Half a bottle of wine and a half-full 
glass sit on the coffee table beside her.  
The tv is on. A late-night ad blares out. Nora sleeps on. 
The telephone rings. Nora groggily reaches for the receiver but 
before she picks up it stops. 
She blinks at the black and white images on the tv screen. It’s On the 
Beach. 
On the tv:  
We see Dwight Towers’s (Gregory Peck) POV of Tania (Nora 
Stovale) in a swimsuit. Her back is to him. She stands knee-deep in 
the water gazing out to sea. He approaches her tentatively and 
touches her shoulder. 
TOWERS 
Sharon? 
Tania turns and looks at him with surprise.  
It’s the woman in Harry’s photograph. 
Nora runs and grabs the photo from the kitchen.  
TANIA 
(o.s) 
My name’s Tania. 
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TOWERS 
(o.s) 
I’m sorry ... I thought you were ... you looked like 
my wife ... 
Nora returns with the photo. 
On the tv: 
Dwight Towers’s anguished face. 
Nora pours a glass of wine and settles down to watch the rest of the 
movie, photograph at the ready. 
LATER 
The end credits come up but they move too fast for her to read. 
She presses the program button on the tv. 
On the tv: 
Saturday night movie - On The Beach 
LATER 
Nora at the computer on the Amazon website. 
On the computer screen: 
The DVD order page for On The Beach.  
Nora clicks the ‘Priority Delivery’ box.  
 
INT. NORA AND LUCY’S BEDROOM - NIGHT 
Dark. Nora in bed. 
The phone rings.  
The digital clock shows 3.25 am.  
Nora switches on the bedside light and scrabbles for the receiver. 
NORA 
(into receiver; anxious at first) 
Hello? Mrs Mantello... no, it’s Nora ... she’s still 
at work ... it’s the middle of the night here ... I’ll 
get her to call you ... that’s okay, good night, 
now. 
She replaces the receiver and lies back down for a minute. Then she 
switches off the bedside light.  
  
 
24
INT. KITCHEN - MORNING 
Lucy’s been up all night. Her eyes are hanging out of her head. Still 
in a froufrou waitressing outfit she tries to eat something before 
going to bed.  
Nora’s dressed for work. She’s eating breakfast and checking 
messages on her phone at the same time.  
NORA 
You smell horrible, you know.  
LUCY 
Judge’s farewell dinner. What do you expect? 
NORA 
You’ll never guess what happened last night -- I 
saw her in a movie on tv.  
LUCY 
(not listening) 
Oh yeah? 
NORA 
You know, the woman in Dad’s photo -- she was 
an actress in On the Beach. 
LUCY 
(not listening) 
Oh yeah? 
NORA 
Yeah. 
Nora flutters her fingers at Lucy, hypnotist style. 
NORA 
Have you heard anything I just said? 
LUCY 
No. 
NORA 
Idiot. Go to bed. 
Nora gets up and takes her plate to the sink. 
NORA 
(suddenly remembering) 
Oh, your mum called.  
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Lucy groans. 
LUCY 
Let me guess - at three-thirty in the morning? 
NORA 
She’s old - the time difference is hard for her. 
 
INT. NORA’S WAITING ROOM - DAY 
The room is packed with waiting patients. Nora’s secretary (ROSY) 
goes over Nora’s schedule with her.  
ROSY 
Brian Sherman at ten, Jane Russo, not Russell 
(she makes a note) at eleven, you can go to 
Births, Deaths and Marriages at twelve. What 
about the hospital? Can I take the stuff for you? 
NORA 
(sighing) 
Thanks darling, but I need to do it. 
 
INT. BIRTHS, DEATHS AND MARRIAGES OFFICE - DAY 
Nora waits in an interminable queue.  
CLERK 
Next waiting, please. 
The woman in front of her goes to the counter. Nora’s next. 
An old man wearing a trilby hat comes out of a booth and walks 
towards the exit. She’s seen a hat like that somewhere before.  
CLERK 
Next waiting, please. 
Nora walks to the 
COUNTER 
CLERK 
(typing into the computer) 
Nora Bennett, birth certificate request... shouldn’t 
be too long... hmm, nothing’s coming 
up...unless...  
(types some more) 
no, nothing there either ...  
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(to Nora) 
It’s saying there’s no record -- 
NORA 
I have an extract at home, but I didn’t bring it 
because -- 
CLERK 
I’m going to have to ask you to come back again 
with the extract. It should be fairly simple, we 
can just match the record numbers. In the 
meantime, get some supporting documentation 
from people who know when you were born – 
statements, that kind of thing --just in case-- 
NORA 
Just in case what? 
CLERK 
Next waiting please.  
 
INT. HARRY’S HOSPITAL ROOM - DAY 
Nora bustles around comatose Harry. 
NORA 
-- and here’s your dressing gown and slippers for 
-- for when you’re on your feet again --  
She lays out the dressing gown and slippers. 
NORA 
(continuing) 
-- and I brought in these photos -- you remember 
from the lounge room -- 
She picks out the photo with the smashed glass - Harry with the two 
women and the man in the kepi hat. 
NORA 
(continuing) 
This is you on On the Beach which was on the tv 
the other night, and I saw her -- (points to the 
woman) I had an accident with the glass I’m 
afraid. Now this is you with -- 
She picks out the other photo of Harry with Bud Tingwell.  
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NORA 
(reading) 
Bud Tingwell in 1949. That was a long time ago, 
well before I was born.  
No response from Harry.  
Nora sighs and stands up. She looks absently over to the shelf where 
his clothes are. She remembers. 
A nurse approaches. 
NORA 
Excuse me, my father’s hat -- it was just there on 
the shelf and now it’s gone. It had a bird feather 
in the band -- 
NURSE 
Oh, the man took it. He came back looking for it, 
said it was his. 
NORA 
What man? 
NURSE 
Old guy, said he was a friend of your dad’s. 
Asked after him. 
Nora shrugs. 
NORA 
Oh. Okay.  
Nora exits. 
 
INT. HOSPITAL CORRIDOR - DAY 
Nora walks briskly down the corridor. She stops, thinks and then 
returns to  
HARRY’S ROOM 
Where everything is as it was before. She puts the On the Beach 
photo in her bag and kisses Harry. He seems warmer. She touches his 
cheek. 
The nurse enters. 
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NURSE 
His circulation’s improved. He may regain 
consciousness any day. I told his friend.  
Nora smiles at Harry. 
NORA  
Yes. 
 
EXT. NORA AND LUCY’S HOUSE - DAY 
Nora pulls up just as a COURIER is putting his card under the door. 
She runs to the door. 
NORA 
Hello? 
COURIER 
Nora Bennett?  
He pulls out an electronic pad. 
COURIER 
(continuing) 
Sign here, please.  
She signs and he gives her the package. She opens it. It’s the On the 
Beach dvd. 
 
INT. NORA AND LUCY’S LOUNGE ROOM - LATER 
Nora’s halfway through the dvd waiting for the scene she saw on the 
tv. It comes up and she pauses the dvd, comparing the photo with the 
woman on the screen. It’s definitely the same woman. 
Nora fast-forwards to the credits. She slows the credit crawl down so 
that she can read it. 
‘THE END’ comes up. There is no credit for Tania. 
 
INT. NORA AND LUCY’S LOUNGE ROOM - NIGHT 
The same credit crawl.  
NORA 
There’s Dad -- 
Nora pauses the dvd on Harry’s name: ‘focus puller: Harry Bennett’ 
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NORA 
(continuing) 
-- but there’s no mention of her. Don’t you think 
that’s weird? 
LUCY 
Maybe her part wasn’t big enough. Try IMDB.3 
 
CUT TO: 
INSERT the ‘Complete cast and crew’ IMDB page for On the Beach. 
NORA 
She’s not here. 
She turns off the computer. 
 
INT. NORA AND LUCY’S BEDROOM - LATER 
Nora and Lucy lie in bed. Lucy’s on the phone. 
LUCY 
(into the receiver) 
No Mum, I’m absolutely fine... no, I’m not shaky, 
it’s the echo on the phone ... I can’t call 
tomorrow, I’ve got work ... yes, the next day, 
definitely... okay, good night now, bye. 
She replaces the receiver and lies back down.  
NORA 
What’s it like having a mother? 
Lucy sighs. 
LUCY 
Right now, a pain -- 
She pulls Nora towards her and hugs her. 
LUCY 
(continuing) 
-- but I can’t imagine not having her. 
LATER 
Nora tosses and turns in bed. 
                                                 
3 International Movie Data Base 
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NORA’S DREAM 
A BABY’S DISTRESSED SCREAMING 
CLOSE ON A BABY’S FACE One-year-old CHILD NORA roars 
red-faced, eyes streaming. 
Child Nora stops mid-scream. She’s seen something wonderful and 
reaches both arms up in excitement and joy. 
CHILD NORA’S POINT OF VIEW: In slow motion a dark-haired 
woman in a blue velvet dress comes towards her. It’s the actress from 
On the Beach. She reaches down and Child Nora is enveloped in blue 
velvet as she’s lifted out of her cot.  
We see Child Nora’s delighted face. 
 
INT. AUTUMN LEAVES NURSING HOME - DAY 
A very thin, very old lady lies in an enormous bed. Her eyes are 
closed.  
Nora comes close and bends down. 
NORA 
(whispering) 
Auntie Alison ...it’s me, Nora... 
Nora’s phone rings suddenly in her bag. She fumbles for it but it 
stops.  
A fist coming out of nowhere belts her in the face. Nora reels back 
holding her lip. Auntie Alison has hit her. 
Auntie Alison’s eyes are open and burning fire. 
AUNTIE ALISON 
(screaming) 
How dare you come here, you filthy slut! After 
what you did to that child! Tramp! 
She spits at Nora who recoils shocked. Nora’s lip starts to well with 
blood. 
AUNTIE ALISON 
(continuing) 
FUCKING CUNT! Get out! Get out! 
The room is instantly full of nursing staff. 
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DOCTOR 
(to Nora) 
What did you do to her? 
AUNTIE ALISON 
You abandoned her ... and deserved what you 
got! Get out! Slut! 
The nursing staff bundle Nora out of the room and shut the door 
firmly. 
 
INT. NURSING HOME CORRIDOR - DAY 
Nora leans against the wall recovering. Her phone rings again. She 
answers it. 
NORA 
(into phone; barely audible) 
Hello... because I can’t speak properly ... she hit 
me ...I don’t know ...you did? Oh. Um, did you 
just call me before? No?  
 
INT. NORA AND LUCY’S LOUNGE ROOM - NIGHT 
Wine glass in hand, Nora looks at Lucy’s printout, ‘The Forgotten 
Cast of On the Beach’. 
NORA 
(reading) 
‘...most interesting is Nora Stovale, the enigmatic 
‘Tania’ who Dwight Towers mistakes for his 
dead wife, Karen. Hailed as Australia’s newest 
discovery in 1959, the actress’s part, originally 
substantial, disappeared in the final cut. Life 
imitated art as the actress had abandoned her fans 
and vanished from the public eye by the time the 
movie opened’... so she was Nora too... creepy, 
huh? 
LUCY 
You do look a bit like her, you know.  
NORA 
-- ’abandoned’, that’s what she said too. 
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LUCY 
Who?  
NORA 
Auntie Alison. That’s why she hit me. She got me 
confused with someone else. Someone who 
abandoned her -- 
 
INT. BIRTHS, DEATHS AND MARRIAGES OFFICE - DAY 
Nora and the Clerk 2 examine the extract. Clerk 2 looks at the 
computer screen and shakes his head. 
CLERK 2 
There’s no such record number. It doesn’t match 
up with anything. See? 
He turns the screen to show her the ‘no match’ box. 
NORA 
What does it mean? 
CLERK 2 
It means you have no birth certificate... your birth 
was never registered. 
NORA 
But the extract --  
CLERK 2 
Not genuine, I’m sorry.  
NORA 
What? 
CLERK 2 
It’s a fake. You’ve never had a birth certificate to 
make an extract from. Your date of birth could be 
right or completely wrong - we don’t know. 
NORA 
What happens now then?  
CLERK 2 
We work backwards. You need 
documentation...pictures of yourself as a baby, 
statements from people who knew you when you 
were born, that kind of thing. The sooner the  
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CLERK 2 
(continued) 
better... your passport, your driver’s license, 
they’re all technically invalid until we get the 
process started with some documentation. 
Nora sighs. 
CLERK 2 
Good luck. Next waiting please. 
 
INT. NORA’S CAR - AFTERNOON 
Nora is stuck in peak hour traffic.  
NORA 
(into phone) 
...How or why I don’t know. I’m going down to 
St Kilda now. There must be something of me as 
a baby there... what? Hang on,(fiddles with 
buttons on the dash)... what? I can’t hear --  
The car speaker suddenly comes on at full volume. 
LUCY  
-- I’m doing dinners, I’ll be home at eleven. You 
okay? 
NORA 
I’m fine. See you at home, huh? 
She hangs up and continues driving. 
 
EXT. NORA’S CAR - LATE AFTERNOON 
Nora drives around the beach road. 
 
INT. NORA’S CAR 
She stops the car and looks at the dark, uninviting house. 
 
EXT/INT. HARRY’S HOUSE - LATE AFTERNOON 
Nora tries the front door key - it works perfectly and the door swings 
open. 
  
 
34
She enters the dark hallway and switches on the light. It’s darker and 
danker than before. She shivers. 
A blood-curdling scream sends her reeling. A terrified cat. She holds 
open the door and it bolts outside. 
Nora leans against the door to recover then sets off down the hall, 
through the  
KITCHEN and into her 
TEENAGE BEDROOM 
She looks around the room, the yellow nylon curtains, the pale blue 
chenille bedspread and the posters of Freddie Mercury and Jim 
Morrison. The room gives nothing back. 
She goes to the bookcase. She removes the books from the second 
shelf. Behind the books is a small chest. She gets the chest out and 
opens it. Inside is  
AN ENVELOPE  
on which has been written: LAST WILL AND TESTAMENT OF 
NORA JOY BENNETT, AGED 14 YEARS, MAY 10, 1973. 
She opens the envelope, reads the contents and smiles. She folds up 
the will and puts it in her bag. 
She exits, and enters 
HARRY’S LOUNGE ROOM 
and switches on the light.  
It’s all just as she left it. She looks at the framed photographs: 
a) Harry and a rugged-looking man standing beside an old boat with 
the sea and palm trees behind them. On the back in Harry’s hand is 
written: ‘With Chips, Coral Sea, 1954. 
b) the same rugged-looking man (Chips Rafferty) stands between 
Nora and Harry. Nora and Harry smile at each other and Chips grins 
at the camera. Across the photo is scrawled: ‘The only way to keep 
you two apart! Chips, 1958’. 
She puts this last photo in her bag and is about to exit when a flash of 
red on the mantel catches her eye.  
It’s a piece of red checked ribbon arranged across the frame of 
another photograph. This photograph shows an old lady holding a 
small girl of around two. Neither of them are smiling. The little girl 
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wears a ribbon in her hair. She looks at the photo closely - it’s a 
photo of her. She puts the photo in her bag. 
She exits and enters the  
STUDY 
Old movie-making equipment - a huge Bell and Howell projector, 
and an old 35mm Mitchell camera in pieces. Cans of movie film are 
piled on the floor. Everything is covered with dust. 
There’s a collection of stills. She flips through them looking for 
pictures of Nora Stovale. 
We see: 
a) a series of stills where Anthony Perkins in a white naval uniform i) 
rides a bicycle-like contraption along a dirt road; ii) is airborne; iii) 
lies in a ditch; 
b) Ava Gardner in a white-towelling robe smiles and holds up a mai-
tai cocktail; 
c) Gregory Peck in a US naval uniform and Ava Gardner dressed as a 
farm girl feet up on a director’s chair sit under a tree; 
d) Peck and Gardner in swimming costumes walk along the beach at 
Canadian Bay surrounded by crowds; 
e) Peck and Gardner in the sea beside a sailboat; 
f) Stanley Kramer with his arms over the shoulders of Harry and 
another man; 
g) Harry standing beside a huge Panavision camera;  
h) Two men standing beside a Bentley; 
i) A cast and crew photograph of On the Beach 
She studies this last one and then puts it in her bag. 
She walks over to the old projector. It’s laced up with film. She flicks 
the switch. The projector’s arc light sparks and the machine grinds 
into life.  
Projected on the wall are silent rushes from an old movie. It’s On the 
Beach but Nora doesn’t recognise the scenes. 
THE ACTORS SAY LINES BUT THERE IS NO SOUND TRACK. 
We see: 
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EXT. BEACH SHORELINE - DAY 
Gregory Peck wades into the water and touches Nora on the 
shoulder. 
PECK 
Sharon? 
Nora turns and looks at him in surprise. 
NORA 
My name’s Tania. 
White leader and then: 
THROUGH THE CAMERA VIEWFINDER: CLOSE ON the 
clapper board which reads 450-6. It’s a mute shot so the Loader has 
his hand through the clapper. He points at the 6 and exits frame.  
Tania(Nora)and Dwight(Peck) through the window of a coffee shop - 
empty coffee cups on the table. 
Dwight leans in to question Tania. She laughs coquettishly. 
As Dwight gets up and exits frame the camera dollies back to reveal 
Moira (Ava Gardner) watching them through the window. 
Ava storms into the coffee shop but trips on the step.  
AVA 
Fuck! 
More white leader and we see: 
Ava Gardner pulls Nora outside the coffee shop into the street.  
AVA 
You no-good piece of rubbish. Leave him alone if 
you know what’s good for you. 
She slaps Nora’s face. Nora bursts into tears and exits. 
The loader runs in.  
LOADER 
Four-fifty-seven, take twelve. 
He bangs the clapper. 
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EXT. ON THE BEACH LOCATION - WOMEN’S HOSPITAL, 
LONSDALE ST 1959 - DAY 
ANGLE ON NORA. She’s flanked by her ancient parents waiting in 
a line to collect suicide pills outside the hospital. 
CLOSE ON Nora’s anguish. 
The reel runs out and flaps around and around. She switches the 
projector off. 
O.S. The telephone starts ringing. 
Nora walks to the hallway and answers it.  
Silence 
NORA 
(into phone) 
Hello? Is anyone there? 
The telephone goes dead.  
She shivers. 
The lights go out.  
O.S. A door slams. 
NORA 
(calling) 
Hello? 
She puts the receiver back on the cradle.  
Nora feels her way to the front door and opens it. It’s dark outside 
but there’s a moon. 
At the top of the street she sees the headlights of a stationary car. As 
she watches, the car accelerates and turns the corner with a squeal of 
tyres. 
Nora closes the front door and walks as fast as she can without 
actually running to her car. She drives off. 
 
INT. NORA’S CAR - NIGHT 
Nora drives down the highway towards home. 
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INT. NORA AND LUCY’S KITCHEN - NIGHT 
Lucy washes up.  
LUCY 
You didn’t say if you found anything. 
Silence.  
At the table Nora is absorbed in looking at the photograph she 
brought back of Nora and Harry. Her dinner is untouched. Lucy 
notices. Her washing up becomes noisier. 
Nora ignores this. She continues looking at the photograph of Nora 
and Harry. 
NORA 
There was another scene of her --- on the 
projector. Why do you think her part was wiped 
out? 
Lucy sighs. 
LUCY 
I don’t know. Look, she was an old flame of your 
dad’s -- so what?  
Lucy crosses over to Nora and fondles her hair. 
LUCY 
(continuing) 
Let’s go out -- we could still catch a movie -- 
NORA 
You don’t understand -- I think something 
happened, something bad happened to her --  
LUCY 
-- don’t tell me I don’t understand. I understand 
perfectly. You don’t give a shit about me. You 
don’t even talk to me anymore you’re so wrapped 
up in Nora Stovale -- 
Lucy grabs her car keys and bag.  
LUCY 
(continuing) 
-- and you know what -- there’s a hell of a lot 
more action out there than what’s on offer here. 
And I’m not coming back until I’ve got some! 
  
 
39
She slams the door.   
Nora is knocked for six. Where did that come from? 
She stomps to the front door and opens it. 
Lucy’s car drives off. 
NORA  
(yelling after her into the empty air) 
If that’s how you feel about it all, don’t bother! 
She slams the door.  
Nora exits. She doesn’t notice the A4 size envelope on the hall table. 
 
INT. HOSPITAL - NIGHT 
We see the blue booties of a surgeon exit the lift and walk down the 
corridor.  
 
INT. NORA AND LUCY’S HOUSE - NIGHT 
Nora walks around the house, still angry. 
NORA 
Shit! Shit! Shit! 
She circles back into the hallway. Only now does she see the thick 
envelope on the hall table. She picks it up and turns it over and sees 
the return address. 
INSERT  
Harry’s handwriting: Bennett, 3/3 Robe St, St Kilda  
NORA 
Dad? 
 
INT. HOSPITAL - NIGHT 
A hand in a surgical glove opens the door of Harry’s room. 
 
INT. HOSPITAL – NIGHT 
The ECG over Harry’s bed beeps regularly as it shows his brain 
waves. The gloved hand flicks the sound off. 
  
 
40
INT. NORA AND LUCY’S LOUNGEROOM - NIGHT 
Nora pours herself a glass of wine and sits on the sofa. She tears open 
the envelope. 
 
INT. HOSPITAL - NIGHT 
A pillow over Harry’s face. The gloved hands push the pillow down. 
Harry doesn’t struggle. The pillow is removed. 
The ECG flat lines silently. 
Harry is dead. 
 
INT. NORA AND LUCY’S LOUNGEROOM - NIGHT 
The contents of the envelope (photos) are spread out before of Nora. 
We don’t see them, we see her reaction. She is horrified but unable to 
take her eyes off them.  
She pulls something off one of the photographs. It’s a post-it sticker  
INSERT POST IT STICKER 
Richard 9383 7083 
Nora presses the numbers into her phone. She listens to what is 
obviously a recorded message. 
NORA 
(to an answer machine) 
Hello, uh, this is a message for Richard. My name 
is Nora Bennett -- could you give me a call on 
0411 306 143 -- it’s important I speak to you.  
She clicks off and finds herself staring at the photographs again.  
Her phone rings. She pulls herself away and answers. She listens 
with horror. 
NORA 
I’ll be there right away. 
She hangs up. She gathers the photographs together and stuffs them 
into her bag. 
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INT. HOSPITAL CORRIDOR- NIGHT 
Nora stands with an anxious DOCTOR.  
DOCTOR 
At this stage we can’t say for sure. It appears he 
simply stopped breathing-- 
NORA 
But he was improving -- 
The doctor shrugs. 
 
INT. HARRY’S HOSPITAL ROOM - NIGHT 
Nora stands looking at Harry’s body. He is as we last saw him. 
She holds his hands, her head bowed. 
She turns to see an older man (WALTER) standing beside her. A 
contemporary of Harry’s, he’s solid and better preserved. He offers 
Nora his hand. He holds the trilby hat in the other.  
WALTER 
Walter Brady. Like to offer my condolences -- he 
was a fine man. 
 
INT. HOSPITAL CAFÉTERIA - LATER 
Nora and Walter are the only ones in the cafeteria. They sit over 
empty cups of coffee. 
NORA 
-- he used to do coin tricks--there was this one 
with a two-shilling piece... you knew him -- on 
that film, On the Beach, what was he like? 
WALTER 
He did the coin trick with the two-shilling piece.  
NORA 
And my mother Betty, did you know her too?  
Walter embarrassed runs his hand through his hair.  
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NORA 
There was another woman - an actress called 
Nora Stovale -- I think they might have been 
having an affair -- there were pictures of her at 
his house -- 
Walter takes her hand and pats it. 
WALTER 
Do you have anyone to help you with the funeral? 
Police work gives you a few contacts and you 
look as if you could do with some help --  
NORA 
... I... I want to show you something. 
She takes the photos out of her bag and spreads them out in front of 
Walter. Again, we don’t see them, only Walter’s reaction. He too is 
shocked. 
Nora points to the post-it. 
NORA 
(continuing) 
Richard, 9383 7083. Do you know who that is? 
Walter runs his hand through his hair. 
WALTER 
Where did you get these? You need to go to the 
police. 
 
EXT. HOSPITAL - NIGHT 
It’s raining hard now and visibility is low. 
Nora stands at the hospital entrance looking for the taxi rank. It’s 
across the road over the pedestrian crossing. 
She steps out onto the crossing.  
A dark car, moving very fast, appears out of a side street, and drives 
straight through the crossing, catching Nora square on. She hits the 
windscreen of the car before bouncing off the bonnet and hitting the 
road with a sickening thud.  
The car doesn’t stop. 
Drivers from waiting cabs jump out to help. 
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INT. HOSPITAL - NORA - NIGHT 
is rushed through the hospital corridor on a stretcher into the  
 
EMERGENCY OPERATING ROOM 
Surgeons work frantically but she goes into cardiac arrest and then 
into a coma. 
 
INT. HOSPITAL - NORA - NIGHT 
heavily bandaged and hooked up to various monitors. 
Lucy stands with a DOCTOR at Nora’s bedside. 
DOCTOR 
-- Depressed skull fracture with serious brain 
swelling -- we can only wait and see --  
 
INT. HOSPITAL - NIGHT - LATER 
Long, lonely corridor lined with empty seats. A nurse sits at the end. 
Lucy sits alone in one of the seats silently weeping. 
 
INT. HOSPITAL - NORA - NIGHT 
Opens her mouth and wails - anguished and lonely the sound fills the 
room. 
Lucy rushes in. 
LUCY 
Nora! Nora! 
CLOSE ON Nora’s face as we move into her mind. 
 
EXT. CANADIAN BAY BEACH - SUMMER 1959 - DAY 
NORA’S POV 
It’s sunny and warm. The sound of the sea nearby. 
A young woman stares down at her. This is Iris. 
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IRIS 
(grabbing Nora’s arm) 
Oh thank God! Are you alright? You were 
making the most ghastly sound. You’ve done 
something to your head too. It’s bleeding. 
She dabs at Nora’s head with a handkerchief. 
IRIS 
(contining) 
Doesn’t look too bad. Make up can have a look. 
Can you stand? Here. 
Nora is pulled up to a standing position. Her POV is unsteady. A 
glimpse of ti-trees and sand underfoot.  
Iris peers at her anxiously. 
IRIS 
You’re not concussed are you? We’ve got to get 
back. It’s taken me an absolute age to find you 
and everyone’s waiting.  
They progress along the track, Iris half-supporting, half-propelling. 
Nora’s POV as they go. Ti-trees, sand, the sea ... where are they? 
Around the corner a collection of people are arranged for a group 
photograph. A photographer stands out the front waiting. 
IRIS 
(to no one in particular) 
I found her! 
They clamber over ten people to get to two vacant seats in the 
middle.  
PHOTOGRAPHER 
Everybody ready now? 
IRIS 
(whispering to Nora) 
Don’t look now but Ava’s fizzing. 
Nora sees an overblown, but still attractive brunette, scowling at her. 
PHOTOGRAPHER 
Smiling everyone, please. Now, after me, ON 
THE BEACH! 
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EVERYONE 
ON THE BEACH! 
On “beach” the photographer takes the photograph. 
Everybody including the crowd claps. 
A big man wearing a kepi hat (STANLEY KRAMER) stands and 
turns to the assembled group. 
KRAMER 
(to group) 
Folks! We’ve reached the halfway mark with just 
over twenty shooting days to go. Congratulations! 
You people are working on one of the most 
important movies of our time. It’s been a hell of a 
shoot so far! Let’s make sure it’s a hell of a 
movie! 
Everyone claps and a few people cheer.  
They all stand and move off in various directions.  
Nora stays sitting. A few people smile at her as they move off. She 
doesn’t recognise any of them.  
IRIS 
Come on, I’ll take you to Makeup.  
Iris takes a firm hold of Nora’s arm and walks purposefully along 
with her. 
NORA 
(bemused) 
-- Where are we? 
IRIS 
Are you alright? 
NORA 
-- I don’t know -- 
IRIS 
You’re shooting the beach scene you rehearsed 
this morning. Scene 353. Remember? You’ve got 
your lines haven’t you? 
NORA 
Lines?  
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They arrive at the ‘Makeup’ caravan. Iris knocks. 
INT. NEUROLOGIST’S OFFICE - DAY 
Lucy on one side of the desk of the neurologist. As he speaks he flips 
a container of pills back and forth. 
NEUROLOGIST 
At this stage we just can’t say. We’ll keep 
monitoring LOC responses and applying the 
latest stimulation techniques, but that doesn’t 
include these –  
He hands the container to Lucy who takes it reluctantly. 
NEUROLOGIST 
Zoipiderm hasn’t been tested clinically on brain-
injury patients. Yes, it’s an established insomnia 
drug, but a few cases on the Internet of brain 
injury patients walking  
and talking isn’t a clinical trial –- 
LUCY 
But in Europe -– 
NEUROLOGIST 
-- Natural light to re-establish normal diurnal 
function, smell, taste, and your voice. Talk to her 
about your life, her life, anything she was 
interested in -- that’s what’ll provide the trigger --  
 
INT. HOSPITAL - NORA’S BEDSIDE - DAY 
On the tenth floor, with lots of glass, the room is flooded with natural 
light.  
There is an ECG above Nora’s bed registering her brain wave 
patterns.  
Lucy sitting beside Nora stares at the container of pills in her hand. 
Should she? She puts them in her pocket.  
LUCY 
(to Nora) 
I’m getting together your favourite music and 
playing it for you whenever, ad nauseum even. 
And the rest of the time I’m going to be talking to  
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LUCY 
(continued) 
you because it’s going to be my voice that brings 
you back. So, honey, the only way you’re going  
to get any peace is to wake up because I’m never 
going to give up on you, I repeat, never –  
A nurse brings over a cup of water. She dips a spatula in the water 
and moistens Nora’s lips with it.  
NURSE 3 
(to Lucy) 
Try this. It stimulates the tongue action. 
Everything helps. 
Lucy takes the cup and spatula from the nurse.She gently moistens 
Nora’s lips with the spatula. 
LUCY 
Will she wake up?  
The nurse shrugs. 
NURSE 
It could be weeks or even years. 
The nurse exits. 
Lucy alone with Nora. She decides. She takes a capsule from the pill 
container, breaks it open and dissolves the contents into the cup of 
water. 
She dips the spatula into the water and runs it around Nora’s lips.  
 
INT. MAKE-UP & HAIR CARAVAN 1959 - DAY 
NORA’S POV 
Of the wall as Roger applies a dressing to her head. The curtains, the 
light fittings, even the people, she can’t put her finger on it... her eye 
catches a calendar on the wall. It reads 1959 - how odd. 
ROGER 
(pleased with his work) 
No one’s going to notice that at all once we rub a 
bit of base in there. Now, you can admire my 
genius. 
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He rolls the chair over to the mirror back first then swings it around 
so it presents in front. 
She and the audience see her reflection for the first time.  
She gasps. Twenty-year-old Nora Stovale stares back at her. 
 
INT. HOSPITAL - NORA’S BEDSIDE - DAY 
The ECG above Nora’s bed oscillates wildly and a discontinuous 
beep begins. 
LUCY 
(yells) 
Something bad’s happening! Please, someone! 
Within seconds the nursing team are fibulating Nora. 
NURSE 1 
She’s responding.  
THE WAVES RETURN TO THEIR NORMAL PATTERN. 
NURSE 2 
(to Lucy, seeing her terrified expression) 
Some kind of brain spike – it happens. Not too 
often we hope.  
The nurses exit.  
Lucy still in shock. Did she almost kill Nora? 
 
INT. HOSPITAL - NORA’S BEDSIDE - DAY - LATER 
Lucy massages Nora’s fingers. 
LUCY 
(to Nora) 
That’s right honey, stretch them out nice and 
long. Now this one, and this one, keep them 
stretched now -- 
The ECG beeps suddenly. Lucy looks at it alarmed. She notices 
Nora’s eye twitch. 
NORA 
(slurring) 
...name’s Tania... 
  
 
49
Lucy stares at her dumbfounded. Did Nora just speak? 
 
EXT. BEACH 1959 - DAY 
Nora throws the script aside. In a bathing suit, she sits despondently 
in a director’s chair as Iris dabs at her head.  
IRIS 
You’ve got to try, just try. 
NORA 
I am trying. I’ve tried five times already. Tania, 
my name’s Tania!  
IRIS 
Your’re trying too hard, just relax. You were 
perfect this morning. 
The First, RICHARD MAGUIRE - handsome, with olive skin, 
approaches. 
IRIS 
(to Richard) 
She bumped her head this morning--  
Richard keeps moving. 
NORA 
(to Iris) 
Who’s that? 
IRIS 
Richard - Richard Maguire. Are you sure you’re 
alright? You’re looking very strange. 
Nora’s heard that name before - but where? 
It’s clouding over. 
The DOP, Guiseppe Rotunno (PEPE) looks up anxiously at the sky 
and takes a light meter reading. 
PEPE 
Five minutes -- that’s with God on our side -- five 
minutes then ppft--  
He makes an expressive hand gesture. 
RICHARD 
Right everyone, we’re going for another. 
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General movement as everyone gets ready for a take. 
Nora stands on the shoreline receiving touch-ups from Make-up and 
Hair. 
Richard gestures to Nora. She enters the sea tentatively. 
KRAMER 
(looking through camera viewfinder) 
Stop! Okay, that buoy to the left is your mark. 
Got your line? 
Nora nods. 
RICHARD 
Roll sound! 
SOUND RECORDIST 
Speed! 
RICHARD 
Roll camera! 
CAMERA OPERATOR 
Rolling! 
RICHARD 
Mark it! 
The CLAPPER LOADER holds the slate forward. 
CLAPPER LOADER 
Three-sixty, take one! 
He bangs the slate. 
KRAMER 
And -- action. 
Peck wades into the water and touches Nora on the shoulder. 
PECK 
Sharon? 
Nora turns and looks at him in surprise. 
ANGLE ON: The young man pulling focus staring intently at Nora. 
This is Harry, fifty years younger. 
NORA 
My name’s Tania. 
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KRAMER 
Cut. I’m happy. Print that. 
The crew and a few journalists applaud. 
HARRY doesn’t applaud. He stands watching Nora with a bitter, 
unforgiving expression.  
 
INT. CAR – DAY 
Lucy driving. She’s elated. 
LUCY 
She spoke! They were words. They were. 
 
EXT. NORA AND LUCY’S HOUSE - DAY 
Lucy (driving) turns into her driveway to find it already occupied by 
a red Datsun. She pulls in behind it.  
A cocky young detective (RIX) gets out of the car and approaches 
her.  
He puts out his hand. She shakes it through the driver’s window. 
RIX 
Lucy Mantello? Detective David Rix. If I could 
just have a few words?  
 
INT. HOSPITAL - NORA’S BEDSIDE - DAY 
Lucy’s overnight bag on the day bed beside Nora’s. It’s clear she 
plans to stay there. 
Led Zepplin’s Stairway to Heaven fills the room. 
LUCY 
-- so he spent half an hour questioning me about 
our relationship, as if I was the one driving the 
car, never mind how I knew you’d be at the 
hospital -- 
She opens the bag on the bed. 
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LUCY 
(continuing) 
-- after Hercule Poiret left, I got some stuff 
together. I got that photo of your mum you 
showed me -- 
She gets the photo of Betty out of the bag and looks at it.  
LUCY 
(continuing) 
You know she would’ve been proud of the way 
you turned out... Oh, the hospital rang about 
Harry –what should I do about him? (Her eyes 
well up with tears) Oh, Nor ... 
She gets up quickly and adjusts the volume of the overhead speakers. 
LUCY 
(continuing) 
Jesus, look at me, jumpy as, I did not need that 
cop yammering at me. 
Pause as she looks at Nora in the bed and bends down to her. 
LUCY 
(continuing; whispering) 
You said something yesterday, hon? ‘Dames 
dunya’? Can you say it again? 
Silence. Lucy doesn’t want to push it.  
LUCY 
(continuing) 
Okay, and, I think I found another photo of Nora 
Stovale -- it’s just a bunch of people having a 
drink but I’m pretty sure it’s her --  
Lucy looking intently at the photo doesn’t notice Nora’s eye flicker 
but she does hear the ECG begin to bleep wildly. 
LUCY 
(continuing) 
Nurse! Nurse! It’s happening again! 
In the excitement the photograph is forgotten on Nora’s bed. 
INSERT: THE PHOTOGRAPH 
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EXT. BACK OF GAFFER’S TRUCK 1959 - LATE AFTERNOON 
An informal snap from the set. Some of the crew and cast are having 
a beer after work. There’s a mixture of Americans and Australians. 
People sit on apple boxes and director’s chairs.  
Nora perches tentatively on an apple box. Iris is next to her holding a 
glass of beer. 
 
PHOTOGRAPH COMES TO LIFE 
Nora is only just holding it together. Iris looks at her critically. 
IRIS 
You look done in -- let’s see if we can get you a 
lift --  
Walter (fifty years younger) approaches. He wears a trilby hat set at a 
jaunty angle. 
WALTER 
(to Nora) 
Doll! How’s about a kiss for your favourite set 
detective?  
Nora recoils. Does she know this man? 
WALTER 
Well, if it’s that bad -- 
Embarrassed, he runs his hand through his hair. 
NORA’S SEEN SOMEONE DO THAT BEFORE -- WHO?  
IRIS 
Give her a break Walt, she’s had a bump on the 
head -- 
She remembers -- Walter -- Harry’s friend. 
She smiles with relief. 
NORA 
Hello, Walter. 
 
EXT. WALTER’S CAR 1959 - DUSK 
Nora and Walter approach Walter’s car - a two-tone 1959 
Customline Ford. 
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WALTER 
There she is.  
NORA 
What a beautiful old car! 
WALTER 
Old! Rolled out January 1959. Couldn’t be any 
newer if she tried.  
He opens the passenger door for her. 
WALTER 
Get a load of those seats! Have you ever seen 
anything like them! 
Nora shakes her head politely and sits. 1959! What is happening? 
 
INT. WALTER’S CAR 1959 - DUSK 
They drive along St Kilda Esplanade meeting the occasional car 
similar to Walter’s. The gas street lamps glow. 
Nora is silent, taking in the strangeness of it all. 
WALTER 
Cat got your tongue? 
NORA 
Where are we going? 
WALTER 
Your flat -- unless I can interest you in dinner and 
dancing -- 
She shakes her head. 
NORA 
I -- you’re a friend of Harry’s aren’t you? 
WALTER 
You and Harry - is it over? You can tell me -- 
Silence. Nora’s not sure what to say. 
 
WALTER 
(continuing) 
I thought so -- but does he know that? 
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He pulls up outside a block of flats. 
WALTER 
(continuing) 
This is it. 
NORA 
(confused) 
It is? 
He gets out to open the passenger door for her but unaccustomed to 
this she opens the door for herself and steps out. They almost collide. 
WALTER 
You sure you’re alright? You want me to walk 
you up there? 
NORA 
No, no I’m fine. 
WALTER 
Well, good night then. 
He walks back around to the driver’s side. 
WALTER 
(continuing) 
Make sure you get a good night’s sleep - best 
thing in the world for a crack on the head. 
He gets in and drives off. 
Nora stands looking at the block of flats. Which one is hers? 
She opens the bag she is holding, pulls out the purse inside and opens 
it. Inside is a house key with a paper label: 9/236 Canterbury Rd. 
She looks at number 236. It’s a pre-WWI gothic tower crowned with 
a white crumbling stucco parapet perched on the roof.  
 
INT. 9/236 CANTERBURY RD (NORA’S FLAT) STAIRWELL 
1959 - DUSK 
Nora climbs the stairs to Number 9.  
Number 9 has a big brass ‘9’ on the front door. 
She puts the key in the lock - it turns. She pauses for a second then 
pushes open the door and enters. 
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INT. NORA’S FLAT 1959 - DUSK 
Toast crusts on a plate on the KITCHEN table. Next to it an empty 
coffee cup.  
She walks into the BEDROOM - the bed is unmade. She opens the 
wardrobe - it’s full of dresses.  
In the BATHROOM there is a collection of makeup. She stares at the 
toothbrush in a glass. 
She returns to the kitchen and sits at the table. She empties the bag 
she was carrying out onto the opened newspaper on the kitchen table.  
WE SEE: a hair brush, a pair of kid gloves, a powder compact, a 
lipstick, an orange silk scarf, a purse containing twenty pounds and a 
Commonwealth Bank passbook. She opens it. It belongs to Nora 
Stovale and she has 300 pounds in the bank. She opens the lipstick - 
it’s orange and well used.  
She notices the date on the newspaper under the items: 1 March, 
1959. She looks at the headline, ‘Australia wins Test series 4-0’, just 
what the crew were talking about earlier. 
She walks out onto the FRONT BALCONY. Below her is Fitzroy St, 
beyond it the sea and to the east the lights of the city. She walks back 
into the  
 LOUNGE ROOM 
On the mantel she notices a ring box. She opens it to find a 
DIAMOND ENGAGEMENT RING. She examines it before putting 
it back in the box and sits on the lounge next to the TELEPHONE. 
 She picks up the receiver. 
OPERATOR 
(O.S) 
Operator. What number please? 
A pause.  
NORA 
(into receiver) 
Can you tell me the date? Today’s date ... March 
first? ... and the year? ... Nineteen-fifty-nine? ... 
No, no thank you, I don’t need a number. 
 She replaces the receiver quietly. 
She sits back trying to take it in.  
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She catches sight of herself in the lounge room mirror. Nora 
Stovale’s reflection stares back at her. Somehow, it’s 1959 and she’s 
here in Nora Stovale’s flat and Nora Stovale’s body. 
 
INT. NORA’S FLAT 1959 - DAWN 
The flat’s pitch dark. Discreet knocking at door - polite but firm. 
DRIVER 
(O.S) 
Miss Stovale, your car’s here. 
Nora comes to the door in a robe. She opens it as far as the chain 
allows. 
DRIVER 
(continuing) 
Your set call’s six-thirty, Miss Stovale. Half an 
hour. 
NORA 
Oh – yes...Do I have to bring anything? 
DRIVER 
(surprised) 
Just yourself, Miss Stovale - I’ve got an extra call 
sheet in the car. 
NORA 
Call sheet? (Understanding) Oh, for Tania. That’s 
me, isn’t it? 
ANGLE ON DRIVER’S FACE. Is this girl loopy? 
 
INT. HOSPITAL – NIGHT 
Lucy wide awake now, holds Nora’s hand. 
LUCY 
Tania that’s me! Say it again, hon. Tania that’s 
me! 
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EXT. ON THE BEACH LOCATION 1959 - DAY 
Nora sits holding a cup of tea and a script on her lap. She watches the 
stand-ins block out the scene for the camera trying to follow the 
action with the script. 
Dwight Towers (Peck) talks to Moira (Ava Gardner).  
Tania (Nora) walks by in the crowd. Peck sees her and runs after her 
leaving Gardner standing alone. 
RICHARD 
(O.S) 
Okay, crowd rehearsal.  
She doesn’t notice Harry detach himself from the camera crew and 
approach until he’s right in front of her. 
HARRY 
Thought I’d say hello ... 
Could it really be him?  
NORA 
Harry? Is that you? 
HARRY 
(annoyed) 
Last time I looked, yeah -- 
Silence. 
HARRY 
(continuing) 
You look gorgeous, doll. 
Silence. 
NORA 
Thank you. 
He steps towards her. 
HARRY 
How about a kiss then? 
Nora stiffens. 
A gaggle of excited extras suddenly surge between them moving 
right to left, followed by the SECOND with a megaphone. 
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SECOND 
Anyone looking at the camera will be asked to 
leave immediately. I repeat do not look at the 
camera.  
The extras pass. Harry has gone. 
Richard approaches. 
RICHARD 
(shouting) 
Chicago cast, thank you! Can we have the New 
York cast, places please!  
(to Nora) 
Nora honey, that’s you. 
Nora gulps, puts down the script and stands up. 
 
INT. HOSPITAL CORRIDOR - DAY 
Lucy with a young registrar on Nora’s case. He carries a bunch of 
folders. 
LUCY 
-- it’s not just words, it’s phrases! Like yesterday 
she said, ‘You, Harry?’ – that’s her dad, and 
before that she said, ‘Tania that’s me’... 
REGISTRAR 
-- another part of the brain taking over speech 
function but...producing gibberish. Worth making 
a note of, I suppose -- 
LUCY 
But she’s speaking. That must be positive ...and... 
and what if it’s not gibberish? Do you think.. 
well, could she be somewhere else...  
The registrar looks sceptical. 
REGISTRAR 
(walking away) 
Whatever it is you’re doing, keep doing it. It’s 
obviously having some effect.  
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EXT. SAVOY PLAZA HOTEL 1959 - NIGHT 
The car pulls up at the entrance of the Savoy Plaza. 
A uniformed doorman opens the car door and Nora steps out onto the 
red carpet. 
Crowds line the barriers both sides of the red carpet hoping to catch a 
glimpse of the stars. 
FAN 1 
It’s the girl from Myers. Give us a wave, luv! 
FAN 2 
(pushing her daughter forward) 
Sign a little girl’s autograph -- she’s been waiting 
half the night -- 
FAN 3 
That’s her! -- Nora! -- Nora! Nora! 
Nora wearing a blue velvet dress hurries past, embarrassed. 
FAN 4 
Got tickets on herself, hasn’t she --  
The crowd push forward from both sides. Press photographers’ bulbs 
flash. 
A doorman steps forward to escort her up the hotel steps and inside 
the double doors. 
 
INT. SAVOY PLAZA HOTEL BALLROOM 1959 - NIGHT 
Very classy. Waiters circulate with trays of martinis and canapes. 
A live band plays. Several couples are on the dance floor. 
Nora stands taking in the scene. Harry approaches with a bottle of 
beer in hand. 
He takes her wrist and goes to kiss her. She turns her head but he’s 
too quick and lands a wet kiss on her lips. She recoils in disgust. 
HARRY 
Here, don’t be like that! 
He holds her wrist hard to look at her left hand. 
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HARRY 
(continuing) 
-- My engagement ring not bloody good enough 
for you now? 
He pushes her arm away and stalks off towards the bar. 
She tries to take in the idea of being engaged to Harry. 
RICHARD 
Care to dance, Miss Stovale? 
He sweeps her onto the dance floor. He’s a fantastic dancer and to 
her surprise so is she. They perform a great number together.  
RICHARD 
(continuing) 
Where’d you learn to rhumba like that?  
NORA 
Where’d you? 
RICHARD 
My Mama ran a dance school. And you didn’t 
answer my question. 
NORA 
Uh... I don’t know -- 
Richard laughs. 
RICHARD 
Just natural, huh? 
A sudden commotion near the bar.  
Nora and Richard’s POV: 
AVA GARDNER 
How dare you! Get out! Get out! 
Flashbulbs pop as two photographers from The Truth fire off what 
they can. 
Ava throws her drink over one of the photographers. The other tries 
to get the shot. 
Walter and the hotel security bundle the photographers away. 
Ava is comforted by her handsome young escort. 
RICHARD 
Poor Ava! I think she’s afraid of them. 
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NORA 
Ava? Ava Gardner? That’s her?  
Richard looks at her strangely. 
NORA 
(continuing) 
This really is On the Beach then? 
RICHARD 
Did you see a doctor about that bump on the 
head? 
Walter cuts in. 
WALTER 
Sorry, mate -- can’t you see you’ve been boring 
this poor girl rigid. 
RICHARD 
My apologies, ma’am. 
He gives her a farewell salute and walks off towards the bar. 
Walter swings Nora around the dance floor. 
WALTER 
Admit it, you’re wasting your time with that 
joker, Richard.  
NORA 
He’s a good dancer. 
WALTER 
A turn around the floor with me and you won’t 
even remember his name. 
Nora laughs. 
NORA 
This movie, how long has it been going? 
WALTER 
You mean shooting? Well, twenty days at least -- 
uh oh, trouble at two o’clock --  
Harry, very drunk is upon them looking daggers. He takes Nora’s 
arm and tries to pull her with him. 
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HARRY 
You’re coming home with me, I’ve had a gut full 
of this malarky.  
NORA 
But – but Mum --Betty? 
HARRY 
I’ll Betty you -- 
He lifts his arm as if to hit her. 
Walter puts himself between them. 
WALTER 
C’mon mate, not in here. How ‘bout we take a 
little walk.  
Harry allows himself to be taken off by Walter. 
HARRY 
(to Nora as he leaves) 
You’ll get yours -- mark my words -- 
Frightened, Nora walks away quickly. 
 
EXT. HOTEL BALCONY 1959 - NIGHT  
Nora steps out onto the balcony glad to be alone. She sits at the 
balcony table looking over the city.  
Someone pushes a drink across the table towards her. 
She jumps. 
Richard sits in the other chair in the darkest part of the balcony. He’s 
invisible except for the lighted tip of his cigarette. 
RICHARD 
Figured you could use one of these. 
He tilts a whiskey at her. 
NORA 
You scared me. 
RICHARD 
You scared me. I was here first.  
Silence. She sips the drink. He smokes his cigarette. 
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RICHARD 
(continuing) 
-- My rule whenever things get difficult is to get 
the hell out. What’s yours? 
 
EXT. SPENCER ST 1959 - NIGHT 
Nora and Richard run down the street dodging city pedestrians. 
They’re chasing a solitary tram.  
NORA 
(to tram) 
Stop! Stop! 
Richard makes it first and helps Nora aboard. They are both out of 
breath and laughing. 
NORA 
We made it! Where’s it going? 
Richard shrugs his shoulders, laughing. 
The tram gives a sudden jolt that momentarily thows them together. 
 
INT. HARRY’S HOUSE ST KILDA 1959 - NIGHT 
We’ve seen this living room before. A child lives here. There’s a 
high chair, a stack of nappies in the corner and a some building 
blocks on the floor. 
Harry, drunk and morose is slumped in a chair trying to block out his 
mother (ROSE)’s tirade. Rose is a shrewd wiry woman in her sixties. 
ROSE 
...so now you’re surprised? Right from the start, I 
told you, she’s no good. She should be here, she’s 
the mother -- 
O.S. a small child starts to cry. 
Rose goes to exit. 
ROSE 
(continuing) 
Now look what you’ve done -- 
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EXT. LUNA PARK 1959 - NIGHT 
Montage: 
a) Nora and Richard walk through the laughing mouth entrance of 
Luna Park. 
b) Richard wins a little clown at a sharp-shooting sideshow. He gives 
it to Nora who laughs. 
c) They scream together on the Big Dipper. 
 
EXT. ST KILDA BEACH 1959 - NIGHT 
Nora and Richard walk along the beach in the moonlight. She holds 
the clown. 
RICHARD 
You’re a different girl since your bump on the 
head. 
 
NORA 
What was I like before? 
RICHARD 
You sure ask a lot of questions, honey. 
NORA 
Well? 
RICHARD 
An ambitious starlet looking for a quick ride to 
Hollywood any way she could.  
NORA 
You didn’t like me, did you? 
Richard smiles in the moonlight. 
NORA 
(continuing) 
 -- But you like me now -- 
RICHARD 
Like I said -- you’re different. 
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EXT. ST KILDA ST 1959 - NIGHT 
They walk down the dark street. 
NORA 
-- I don’t remember anything before today -- I 
found an engagement ring in my flat and didn’t 
know it was mine -- 
RICHARD 
-- until Harry got sore at you for not wearing it. 
That’s your unconscious talking, not the bump on 
your head. Give him back his ring. The guy’s a 
louse anyway. 
They get to Nora’s block of flats. 
NORA 
This is it --  
RICHARD 
You want me to walk you up? 
NORA 
No, I’ll be fine. It was a fun night - thank you. 
She kisses him as a thank you but he puts his arm around her to 
prolong the kiss. She pulls away and smiles at him. 
NORA 
Goodnight. And thank you. 
She holds the clown up in acknowledgement.  
 
EXT/INT. NORA’S FLAT ST KILDA 1959 - NIGHT 
Nora goes to open her front door but it’s already open.  
She enters hesitantly.  
Rose is sitting on the couch but springs up the moment she sees 
Nora. 
Nora gasps. Who is this? 
ROSE 
Don’t act all innocent like you’ve never seen me 
before. You fool the men but you don’t fool me. 
You’re coming with me right now.  
She takes a tight hold on Nora’s arm and pulls her down the stairs.  
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EXT. ST KILDA STREETS 1959 - NIGHT 
Montage: 
a) Street A: Rose with a tight grip on Nora’s arm and pulls her down 
the street.  
Nora struggles against her but Rose is very strong. 
NORA 
Let me go. Who are you? 
ROSE 
Shut it! I’ve had enough of this nonsense -- 
b) street B: Rose propels Nora down the street past a red phone box. 
ROSE 
-- you need some sense knocked into you - and 
not just you - Harry’s just as bad -- 
c) Around the corner to a lighted house -- 
NORA 
Harry’s there?  
She pulls back. 
NORA 
(contining) 
No, I don’t want to -- 
ROSE 
Shut up. (Cuffing her) He’s just a man. You had a 
baby together didn’t you? 
NORA 
What? No, I don’t bel -- 
O.S. from inside the house a young child wails. 
ROSE 
Well, that racket ain’t no figment of my 
imagination --  
They walk down the path and into  
HARRY’S HALLWAY  
And down into the  
LIVING ROOM 
Harry is in a drunken sleep on the floor.  
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O.S. the wailing is becoming a determined roar. 
Rose pulls Nora onward into  
CHILD NORA’S BEDROOM 
Standing up in her cot, a red-faced one-year-old (CHILD NORA) 
roars. 
Nora stops momentarily looking at the child. She’s been here before. 
This is her dream. Is this child her?  
Child Nora looks at Nora and smiles. She holds out both her arms. 
Nora runs to the child and lifts her out of the cot. Tears run down her 
cheeks. 
NORA 
Mummy’s here. Your Mummy’s here now. 
 
INT. HOSPITAL – NIGHT 
Lucy sits at Nora’s bedside. The cup of water and the spatula beside 
her.  
CLOSE  
Lucy adding, ‘Mummy’s here’ to a list. 
There are other words on the list. We see ‘Ava Gardner’. 
 
INT. NORA AND LUCY’S LOUNGE ROOM - DAY 
Lucy sits on the couch going through the box of belongings she and 
Nora took to Harry at the hospital - hat, dressing gown, pyjamas, 
Harry with Bud Tingwell, Harry with a movie camera -- 
What she’s looking for - the photograph with the broken glass – is 
not there. 
She finds it on top of the television and brings it back to the lounge. 
Carefully she begins to remove the broken glass of the frame. She 
removes a large shard of glass and notices the photograph has slipped 
to reveal something behind it. 
She removes the first photograph - underneath is another photograph 
of: 
Nora Stovale smiling, holding a very small baby up to the camera. 
  
 
69
Lucy turns the photo over, on the back is written: ‘Nora with our 
daughter, Nora Joy Bennett born 1/3/58’. 
 
INT. STATE LIBRARY - EVENING 
Lucy, watches archival footage from 1959 Cinesound Review.  
We see: 
Fans from the outdoor terminal on a hot summer night as a propeller-
driven plane taxis to the terminal. 
NARRATOR (V/O) 
Here they come! The stars arrive at Melbourne’s 
Essendon Airport ready for the filming of On the 
Beach. And all of Melbourne’s been waiting for 
them!  
The arrival stairs are pushed into place. 
NARRATOR (V/O) 
(continuing) 
First down the stairs is a man the world knows for 
his dancing feet. Fred Astaire is making his debut 
as a dramatic actor in On the Beach. Also making 
her debut is nineteen-year-old Donna Anderson.  
Donna Anderson and Fred Astaire smile at the camera. 
NARRATOR (V/O) 
(continuing)  
Gregory Peck and his wife arrive next!  
Peck shepherds his wife through the popping flashbulbs. 
NARRATOR (V/O) 
(continuing) 
Two days later it’s Ava Gardner’s turn. 
Ava Gardner walks across the tarmac waving at fans.  
The upbeat music continues. 
NARRATOR (V/O) 
(continuing) 
But watch out Hollywood, here she comes! 
Australia’s newest star is twenty-year-old Nora 
Stovale, and doesn’t she look the part! 
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Flashlbulbs burst as Nora smiles and turns for the cameras. She’s 
gorgeous in a little black dress that’s modest but tight enough to 
show off her curves. 
NARRATOR (V/O) 
(continuing) 
She’s only been here for ten years- 
Still photos show Nora as a nine-year old clutching her mother’s 
hand as she disembarks from an emigrant boat. 
NARRATOR (V/O) 
(continuing)  
But how’s this for being in the right place at the 
right time? Usually it’s the clothes that steal the 
show -  
Stock footage of a Myer fashion parade. 
NARRATOR (V/O) 
(continuing) 
But this time all eyes were on the girl behind the 
clothes. And what a girl! Down, fellas! 
Posed still of Nora fitting a mannequin. 
NARRATOR (V/O) 
(continuing) 
Director Stanley Kramer and his Hollywood crew 
here to film On the Beach spotted Nora working 
at the Myer Emporium and the rest is history. 
Now it’s lights, camera, action for this star! Roll 
it!  
Clapperboard reading On the Beach Scene 1, take 1 bangs. Nora in a 
bathing costume smiles and waves to the camera.  
Iris-fade to black. The Cinesound logo appears.  
Lucy writes: worked at Myer? family? 
 
INT. STATE LIBRARY - EVENING - LATER 
MICROFICHE 
We see the heading: ‘The Herald, March, 1959’.  
Lucy scrolls through the newspaper on the microfiche. It’s slow 
work. Then she sees: 
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‘Young Star Holds the Key to the Door.’  
Below is a photograph of a smiling Nora Stovale outside her flat 
holding up a key.  
CLOSE ON the type beneath the picture: 
‘On the Beach star, Nora Stovale, holding the key to her St Kilda 
flat...’ 
Lucy presses the ‘make a copy’ button on the microfiche viewer. 
She continues scrolling through the microfiche.  
She finds: ‘Ava made us Mad’. 
‘Ava hides her Face but Peck’s Grin appeased Them’. 
 
EXT. ST KILDA ST 1959 - EVENING 
CLOSE ON: Newspaper headline: ‘Ava made us Mad’.  
HERALD BOY  
(o.s) 
Herald, lady? 
He thrusts it at Nora who shakes her head.  
Behind her is a lighted photography shop window featuring a blonde 
advertising Kodak ‘Magic Moments’. 
Nora walks past the shop. 
 
INT. STATE LIBRARY - EVENING  
Lucy’s POV of microfiche: 
A black and white advertisement of the blonde advertising Kodak 
‘Magic Moments’. 
LUCY 
Betty? 
 
EXT. PHOTOGRAPHY SHOP 1959 - EVENING 
The same photograph of the blonde smiling at the camera, but in 
colour. 
Nora, attention caught, has come back to look. 
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NORA 
Betty? 
 
INT. NORA AND LUCY’S LOUNGE ROOM - LATER 
Lucy rips the backing off Nora’s framed photograph of Betty. She 
pulls out the photograph. 
On the back is printed: ‘Another magic moment by Kodak’.  
Lucy turns the photograph over. ‘Betty’ smiles up at her. 
 
INT. HOSPITAL NORA’S BEDSIDE - DAY 
A cleaner washes the windows.  
Lucy holds the photograph of mother and baby.  
LUCY 
(to Nora) 
-- And all this time this was there, right behind 
the other photograph - the one you cut your hand 
on -- Why would your dad’ve done that? A 
Kodak ad! 
Lucy places the photograph in front of Nora.  
LUCY 
(continuing) 
If you try real hard to open your eyes, you can see 
it -- I know you can do it -- 
The ECG beeps furiously as Nora’s brain waves accelerate.  
A BEEFY NURSE materialises and whips the curtains closed around 
Nora’s bed. 
The ECG goes dead as Beefy Nurse disconnects it. 
BEEFY NURSE 
(to Lucy) 
Right! Excuse me but this patient’s going up to 
MRI now. Visiting hours finished hours ago. 
LUCY 
But -- she -- 
Within seconds Beefy Nurse and an orderly have pushed Nora’s bed 
out of the room and down the corridor towards the lift. 
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Lucy follows them down the  
CORRIDOR 
BEEFY NURSE 
(calling out) 
Oh, her bag’s turned up. The one from the 
accident. You can sign for it at the nurses’ 
station. 
They disappear into the lift. 
 
INT. HOSPITAL NURSE’S STATION - LATER 
Lucy, despondent, sits on one of the seats in front of the Nurse’s 
Station.  
She holds Nora’s red, leather bag on her lap. 
WALTER 
You’re Dr Bennett’s friend aren’t you? I’m 
Walter Brady, I knew her father, Harry -- 
He offers his hand. She takes it apprehensively. 
Where did he come from? He wasn’t there a moment ago. 
 
INT. HOSPITAL CAFETERIA - DAY - LATER 
The same cafeteria where Nora and Walter talked, but crowded now.  
Walter and Lucy sit opposite each other. Nora’s red leather bag is on 
the table beside Lucy.  
Walter glances momentarily at the bag. Lucy doesn’t notice. 
WALTER 
-- I’d come to visit Harry. I got here too late - she 
arrived shortly after. I was there in 1959, you see, 
I worked on the movie -- 
LUCY 
That’s the thing -- I think her recovery is linked 
to what happened there - to what happened to 
Nora Stovale – the actress who vanished from the 
movie. I want to show you something -- 
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She rummages in her handbag, pulls out the photograph of the two 
Nora’s - mother and baby, and places it on the table in front of 
Walter. 
WALTER 
Nora Stovale. 
LUCY 
Did you know she was Nora’s mother? 
He turns the photograph over and reads the back. 
Pause 
WALTER 
It was a secret. Nora and Harry, they weren’t 
married. Engaged but it fell apart. There was 
another man - Richard. Harry was jealous, 
threatened her -- 
LUCY 
I think Nora’s there, in 1959. She says words –- 
WALTER 
Words? 
LUCY 
Sometimes. Sometimes it’s gibberish. Anything 
to do with On the Beach, her brain activity goes 
crazy - that’s why they’re scanning her now. We 
can bring her back if we find out what happened 
there -- you’ve got to help me -- 
Walter gives her a look.  
WALTER 
Let’s leave that to the doctors - they know what 
they’re doing.  
LUCY 
-- but they don’t. They’d be the first to admit it -- 
WALTER 
(getting up) 
I’m an old man. It was a long time ago -- 
He pulls out his card and places it on the table.  
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WALTER 
(continuing) 
She was a fine girl. I’d like to see justice done -- 
He exits leaving Lucy looking at the card. 
 
EXT. HOSPITAL CAR PARK - DAY 
Lucy gets to her car. Detective Rix appears from the other side of her 
car. 
RIX 
Hello Miss Mantello, remember me? (Looking at 
the bodywork of the car). Looks like you’ve had a 
bit of work done here. Recent was it? 
LUCY 
I hit a pole -- I had the bumper replaced --  
RIX 
You won’t mind dropping by my office with the 
paperwork then -- but why I dropped by -- 
He leans in to her, leering. 
RIX 
(continuing) 
-- the night of the - accident - where were you? 
You and Miss Bennett had an argument, and you 
went out. Anyone verify that?  
Lucy shifts uncomfortably.  
LUCY 
-- I’m not sure -- I was with a few people that 
night-- 
He grins lewdly. 
RIX 
Some names and addresses -- we can check out 
the rest. Give me a call when you know. 
He puts his hand on her arm and she recoils. He smiles and exits. She 
looks daggers at him. 
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INT. NORA AND LUCY’S LOUNGE ROOM - DAY 
Lucy skips the dvd to the end credit crawl. 
She is ready when the credit for casting director appears: Matilda 
Swan. 
 
INT. SWAN’S CASTING - DAY 
CLOSE ON the cast and crew photograph. 
MATILDA  
(O.S) 
Five thousand hopefuls besieged us wanting to be 
in the film. What a nightmare that was!  
(laughs) 
Wouldn’t have missed it for quids!  
LUCY 
Ms Swan, I’m trying to find out about an 
Australian actress in the film, where she lived, 
anything about her... 
MATILDA SWAN is a shrivelled woman in her eighties with bright 
blue eyes and a smoker’s voice. 
MATILDA 
Well, I knew all of them -- 
LUCY 
Nora Stovale. Her daughter is a friend of mine, 
and -- 
Matilda’s face closes down. She shakes her head. 
MATILDA 
There were so many extras -- 
LUCY 
-- but she wasn’t an extra. She’s in the photo 
there, (pointing to Nora) see --  
Matilda looks and shrugs. 
MATILDA 
I’m going to have to ask you to leave, my four 
o’clock appointment’s here -- 
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INT. STATE LIBRARY - DUSK 
Lucy in a cubicle with a donated collection of On the Beach 
memorabilia.  
She goes through a folder of ancient typed call sheets. She finds what 
she’s looking for.  
INSERT PAGE 
Showing  Day 46 Sunday, 3/8/59 
   Character: Tania  
Artist: Nora Stovale    
P.U: 6:35 am    
Address: 9/236 Canterbury Rd, St Kilda 
She presses the ‘make a copy’ button. 
 
EXT. STAIRWELL NORA’S FLAT - EVENING 
The front door of number 9 still has the same big brass ‘9’ as in 
1959.  
Lucy checks the number against the copy of the call sheet. The front 
door looks the same as in the photocopied newspaper photograph of 
Nora holding her key.  
She presses the buzzer. 
A YOUNG GOTH with white make-up and a painted expression of 
perpetual surprise opens the door. 
Techno music blares out of the interior darkness. 
LUCY 
-- I wanted to ask a favour -- 
The Young Goth looks suspicious. 
LUCY 
(continuing) 
-- I just found out -- uh - my mother used to live 
here in 1959 -- 
Young Goth still says nothing. A YOUNG FEMALE GOTH holding 
a black kitten looms out of the darkness. 
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LUCY 
(continuing) 
-- I don’t know much about her, you see, so I 
wondered -- well, if I could have a look inside -- 
see what she saw, kind of thing -- just for a few 
moments -- if you wouldn’t mind...  
YOUNG GOTH 
(to Young Female Goth) 
What do you think? Should we let her in? 
YOUNG FEMALE GOTH 
No! 
The front door SLAMS in Lucy’s face.  
YOUNG FEMALE GOTH 
(O.S) 
Tell someone who cares, bitch! 
The Goths laugh from within. 
Lucy stands trying to recover her equilibrium. The photocopies of the 
photograph and the call sheet flutter to the floor.  
She bends to pick them up and notices the old wooden breadbox 
beside the front door - just  
like the one she and Nora have at home.  
NORA 
(V.O flashback) 
Perfect for a spare door key, don’t you think? 
Lucy opens the bread slot. She reaches in a moves the panel and pulls 
out a spare key. 
She gazes at it in triumph. 
LUCY 
You were here. 
She looks again at the photograph of Nora Stovale holding the key 
then at the call sheet. 
INSERT PAGE 
Showing:  Character: Tania 
 Artist: Nora Stovale 
Lucy realises. 
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LUCY 
Omigod! Nora! You’re her. You’re Nora Stovale!  
 
INT. NORA AND LUCY’S LOUNGE ROOM - NIGHT 
Lucy pours herself a stiff drink. 
The house telephone begins ringing. She walks into 
THE HALLWAY 
to answer it.  
LUCY 
(into the receiver) 
Hello? 
Nobody’s there. She puts the receiver down.  
Turning away she notices Nora’s red bag hanging on the hall stand. 
She picks it up and takes it into the 
LOUNGE ROOM 
She opens the bag and dumps the contents onto the table. 
Make up, a newspaper, a novel titled Wrong Face in the Mirror, 
Nora’s phone, keys and a mailed packet spill out.  
Lucy picks up the packet and turns it over. It is addressed to Nora 
with Harry’s return address. It’s been opened. 
She pulls out the contents of the packet - a bunch of photographs. 
She looks at them and gasps. This time we see them too. 
INSERT PHOTOGRAPHS 
Showing 
A) Nora Stovale slumped dead on the floor of her caravan dressing 
room. She looks on the back of the photograph. The date is 26/3/59 
Time:21:17 Victim’s dressing room, Melbourne Showgrounds. 
B) another angle shows Nora Stovale’s heavily bruised neck. 
C) a coiled necklace of black pearls  
D) an autopsy photograph from the morgue. Nora Stovale lies naked 
on a slab with her head propped up by a rubber block. Her torso has 
been roughly stitched up. She looks flat and very dead. 
  
 
80
Attached to the last photograph is the Post-It with Richard’s name 
and phone number. 
 
INT. CHILD NORA’S BEDROOM ST KILDA 1959 - DAY 
Nora and Child Nora build blocks on the floor together. 
Rose enters. 
ROSE 
(accusingly) 
I have to get her tea now. 
Nora doesn’t move. 
ROSE 
I said, I have to get her tea now. So go. Get! 
Nora gets up reluctantly. 
ROSE 
(continuing) 
You ought to be ashamed -- 
NORA 
(looking longingly at Child Nora) 
I want her -- 
ROSE 
She and Harry don’t come separate.  
Rose exits. 
NORA 
(quietly) 
That’s what you think --  
Child Nora looks up at her, upset. 
NORA 
(to Child Nora) 
-- I’m coming back to get you.  
She holds Child Nora tightly. 
NORA 
(continuing) 
I’m not going to leave you here with them. I’m 
not. 
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INT. UP MARKET CHILDREN’S WEAR SHOP 1959 - 
AFTERNOON 
Nora stands at the counter. There’s a pile of clothes beside her. 
The SALESWOMAN lays out a child’s travelling coat with a velvet 
collar and matching velvet pockets. 
SALESWOMAN 
You absolutely have to have it. It’s the perfect 
travelling coat. 
She puts it with the other clothes. 
SALESWOMAN 
Now, shoes. What size did you say? 
NORA 
-- I’m not sure -- 
SALESWOMAN 
(disapproving) 
Not sure? Well. Not to worry. 
Perhaps you could bring her in and we can fit her 
properly -- a lot of mothers don’t realise. Are you 
planning a long trip, Mrs -- 
NORA 
(unthinking) 
I’m not married. 
SALESWOMAN 
(horrified) 
Oh – well I’m afraid we can’t help you – our 
clientele, you see... 
 
EXT. ST KILDA BEACH FORESHORE 1959 - LATER 
Windy and hot. Thunder rumbles in the distance. The wind keeps 
lifting Nora’s dress Marilyn Monroe style as she walks down the 
street carrying two bags of parcels. 
She passes a PAPER BOY. 
PAPER BOY 
Eraald! Ava keeps spastic kids waiting on the 
beach! Read all about it! 
He gives her a wolf whistle. She ignores him and continues.  
  
 
82
She walks along deep in thought. She doesn’t see Richard waiting 
beside the phone box.  
As she passes he reaches out and grabs her around the waist. She 
jumps. 
NORA 
Oh! 
Seeing who it is she relaxes and smiles. 
RICHARD 
(angry) 
You forgot, didn’t you? 
NORA 
No. I -- I was just thinking about something -- 
RICHARD 
(eyeing her parcels) 
Like shopping, perhaps?  
NORA 
No, no, of course not. 
They walk along the beach in silence. Thunder rolls in the 
background. 
Richard stops. 
RICHARD 
Has he been bothering you? 
NORA 
There’s something I’ve got to tell you --  
Loud thunder. 
NORA 
I keep thinking I’m going to wake up and this 
isn’t going to be real. 
Rain pours down drenching them. 
RICHARD 
(shouting over the rain) 
I think this is real! Come on, let’s make a run for 
it! 
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INT. NORA’S FLAT 1959 - NIGHT 
Nora and Richard burst through the door completely drenched. 
A giant sheet of lightning lights up Nora’s face and dripping hair. 
Richard stops laughing and kisses her hard. 
DISSOLVE TO THE LIVING ROOM 
now empty.  
A trail of discarded clothes leads to the  
BEDROOM 
The storm is over. 
Richard and Nora lie in bed. He smokes a cigarette. She snuggles 
into him. 
NORA 
What did she feel? 
Richard looks at her. 
NORA 
(continuing) 
The Nora of two weeks ago. What did she feel? 
He kisses her. 
NORA 
(continuing) 
Have you ever - what if you woke up somewhere 
and you - and things happened -- but you didn’t 
know -- maybe you simply imagined it because 
you wanted it so much -- 
She stops for breath. 
NORA 
(continuing) 
-- can wanting something enough make it real -- 
RICHARD 
I’m real baby, you are too. But before -- before 
this (meaning sex) happened -- you wanted to tell 
me something --  
NORA 
Which ever way -- you won’t believe it -- I can’t 
believe I didn’t know until a few days ago, but --  
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Nora’s doorbell rings loudly. 
Nora and Richard freeze.  
Richard leans over and switches off the bedside light. They lie there 
in silence. 
A beat. 
NORA 
Have they gone? 
O.S. (LOUNGE ROOM) the telephone rings.  
As it rings, Nora gets out of bed and goes to the window. She 
motions to Richard to follow her. 
Their POV: the telephone booth in the street below. 
O.S. (LOUNGE ROOM) the telephone rings out. 
Their POV: a man wearing a hat steps out of the booth and walks 
away down the street. 
RICHARD 
Was it Harry?  
NORA 
I don’t know. Richard -- sometimes I think -- I 
think something might be going to happen to me. 
Richard puts his arm around her. 
RICHARD 
Not while I’m around, honey. 
 
EXT. PARK - DAY 
CLOSE ON a name tag on an old man’s chest: Richard Maguire. 
RICHARD 
It’s in case I forget who I am –- I wish -- 
We follow up to the man’s face. Richard Maguire, in his eighties 
now, is in a wheelchair.  
LUCY 
Thank you for coming -- 
RICHARD 
I had to come - I loved her. Don’t let anyone tell 
you time makes a difference, it doesn’t.  
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Lucy lets him speak. 
RICHARD 
(continuing)  
There wouldn’t be a day I don’t go over it -- 
LUCY 
Over it?  
RICHARD 
What I did. I hit her. I hit her. She fell. If only I -- 
He covers his face with his hands rocking back and forwards with 
grief. 
WIFE 
(O.S) 
Richard!  
Richards’s WIFE an overweight blonde in her sixties arrives, 
breathless and angry. 
WIFE 
(to Lucy) 
He insisted on coming - he’s way too ill, of 
course.  
(to Richard) 
Two minutes, then we’re going! I don’t like this 
area, at all. 
WIFE 
 (to Lucy) 
Your friend’s father -- 
RICHARD 
Harry, his name’s Harry -- 
WIFE 
Your friend’s father contacted Richard. Said he 
had photographs, wanted to see him. 
RICHARD 
She wouldn’t let me! 
WIFE 
You’re ill! 
(to Lucy) 
She died over fifty years ago and he still won’t 
accept it.  
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RICHARD 
Died! She was murdered! I was a suspect for 
God’s sake! 
LUCY 
(to Wife) 
-- Nora, my friend, she contacted you then?  
SILENCE 
LUCY 
(continuing) 
Did you meet with her? 
WIFE 
Of course not.  
LUCY 
She’s in a coma now - a hit and run. They don’t 
know who did it. 
WIFE 
I’m sorry but it’s really nothing to do with us. 
Now, if you’ll excuse us. 
RICHARD 
I haven’t finished --  
Ignoring his protests, she turns the wheelchair around and heads back 
across the park. 
LUCY 
(calling after them) 
I’ve got the photographs here -- 
WIFE 
(looking back at Lucy) 
Keep away from us. 
Richard struggles and the chair heaves violently.  
RICHARD 
Stop! Stop I tell you! 
WIFE 
We’re going home-- 
RICHARD 
Do as I say --  
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WIFE 
Shut up! 
Their voices fade as they battle their way towards their car, a two-
tone Ford like Harry’s. 
Lucy takes down the registration number: ANK 731 before they 
drive off. 
She opens the envelope containing the death photographs and spreads 
them out on the bench. 
Then she pulls out a card from her wallet and makes a call on her 
mobile. 
LUCY 
(into phone) 
Walter, this is Lucy Mantello. Nora had some 
photographs in her bag. Nora Stovale was 
murdered. You must have known that. You said 
you’d help me!  
The phone goes dead. 
LUCY 
(continuing) 
Hello? Hello? 
She puts the phone down in frustration. 
Her phone rings. She answers. 
LUCY 
(into phone) 
Yes ... yes ... you can? Homicide Unsolved ... St 
Kilda Rd -- I’ll meet you there -- 
 
HOMICIDE UNSOLVED OFFICE - DAY 
A lonely and unused room. Lucy sits waiting.  
Walter enters holding a brown concertina file.  
WALTER 
I got it. 
Walter runs his hand through his hair. 
He sits down at a desk adjoining hers. 
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WALTER 
Harry hated Richard. He must’ve found out 
something new about him. Why else would he 
send your Nora his number? 
LUCY 
You knew that?  
WALTER 
I’ve seen the photographs. Nora showed them to 
me before -- before the accident. I was going to 
help her. 
LUCY 
I met Richard -- and his wife. He was in love with 
Nora Stovale-- 
WALTER 
Nora was provocative, looked for trouble the way 
some women do -- 
LUCY 
Is that what the police thought? It was her own 
fault she was murdered?  
WALTER 
They liked Harry, everything pointed to him, 
circumstantial, of course but -- 
LUCY 
Do you think it was him? 
Walter shrugs. 
WALTER 
He had the motive, the opportunity -  
(pause) 
Do you really think Nora needs this? She’s going 
to wake up and find her father’s a murder suspect 
all over again -- 
LUCY 
Don’t you see what this means? My Nora’s back 
there in 1959 as Nora Stovale, and unless we find 
out what happened, someone’s going to kill her --  
Walter looks at her. Is this woman cracked? 
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WALTER 
-- But why would they think she was Nora 
Stovale? 
LUCY 
What she says only makes sense if she was Nora. 
Think about it, who else would she be?  
He gives her the file. She empties it onto the table. It’s a collection of 
scrawled notes, loose, typed sheets and a bound book with a blue 
cover. 
Two names are typed on the front of the book: Detective Frank 
Luscombe and Detective Daniel Archer. 
WALTER 
That’s the case book. Luscombe and Archer were 
in charge of the investigation. 
Inside the ’Blue Book’ is a collection of typed reports.  
A few pages have been removed from the book. The margins of the 
removed pages remain. Walter shrugs. 
We see a heading, ‘DEAD BODY REPORT’, she turns the page. 
Another heading,‘INTERVIEW WITH RICHARD MAGUIRE’.  
Lucy turns the page and starts reading. 
CLOSE ON these random typed sentences of the transcribed 
interview: 
 ... It was just a casual affair, nothing serious... 
WALTER 
Makes you puke, doesn’t it? 
Lucy stops reading. 
A third heading: INTERVIEW WITH HARRY BENNETT.  
CLOSE ON these random typed sentences of the transcribed 
interview: 
... She made promises ...  
... started seeing someone else...I didn’t kill her. 
She puts it down.  
LUCY 
Who found her? 
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WALTER 
He did.  
 
EXT. NORA’S CARAVAN 1959 - DAY 
A DELIVERY BOY carrying a large bouquet of roses knocks on the 
door. 
Nora opens it. 
DELIVERY BOY 
Hey, baby-doll, seeing as I’m here so often -- 
how about employing me full-time -- 
NORA 
Thanks, but no thanks. 
She takes the roses and shuts the door. 
DELIVERY BOY 
Stuck-up bitch. 
 
INT. NORA’S CARAVAN 1959 - DAY 
Nora puts the roses in a bin already overflowing with similar 
discarded bouquets. 
Another knock on the door. 
NORA 
(calling out) 
If it’s more flowers, I don’t want them. 
WALTER 
(o.s) 
It’s me.  
Nora opens the door. 
Walter enters. He sees the binned roses and whistles. 
WALTER 
Crikey! Must be fifty quid’s worth in there at 
least. You gotta feel sorry for a bloke that 
desperate -- 
NORA 
He’s a creep. He’s been spying on me.  
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WALTER 
What?  
NORA 
At the flat. I can’t stop thinking about it -- what if 
he -- if he -- 
WALTER 
Why didn’t you say anything? Don’t worry. I’ll 
keep an eye on him. (Pause) Does he have cause? 
NORA 
What do you mean? 
WALTER 
Perhaps you made him jealous -- is there anyone 
else? 
A beat 
NORA 
-- of course not! 
 
INT. NORA’S LOUNGEROOM 1959 - EVENING 
Nora stares out the window at the ship lights on the bay.  
Richard comes up behind her and gently kisses her on the neck.  
She jumps with fright. 
RICHARD 
I didn’t mean to scare you, honey.  
He pulls a slim box out of his pocket.  
RICHARD 
(continuing) 
I wanted to get you something -- 
He gives it to her and she opens it. It’s a single strand of black pearls. 
She’s seen pearls like that before. But where? 
RICHARD 
(continuing) 
What’s the matter, honey? Don’t you like them? 
Richard removes the pearls from their box. They coil in his palm. 
NORA’S FLASHBACK  
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POLICE PHOTOGRAPH: 
a coiled necklace of black pearls.  
Fear surges through her. 
 
INT. HOSPITAL - NIGHT - INTERCUT 
Nora writhes on the bed. 
NORA 
No – I, I don’t like black pearls. 
Two nurses gasp in amazement. 
NURSE A 
Omigod! She spoke! She spoke! 
Lucy is horrified. What kind of danger is Nora in? 
 
INT. NORA’S LOUNGEROOM 1959 - EVENING 
Richard pulls her to him. 
RICHARD 
Aw baby, I want to see what they look like on 
you --  
He fastens the pearls, letting his fingers linger on the contours of her 
neck.  
She tries to control her panic. 
He steps back to admire her. 
RICHARD 
What a beautiful woman you are. 
He pulls her to the mirror and stands behind her so she can see for 
herself. 
RICHARD 
(looking at her reflection) 
See that, look at that-- 
He kisses her neck again from behind. Running his fingers over her 
shoulders, he admires her reflection in the mirror. 
Nora twists out of his embrace. 
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NORA 
Harry’s watching me, waiting -- on the set today, 
I found a note, pushed into my script, ‘soon,’ it 
said, -- ‘soon’ -- 
Richard shrugs dismissively. 
NORA 
(seeing the shrug) 
You don’t believe me, do you? 
RICHARD 
Honey, come on --  
NORA 
I don’t want you to stay --  
Angry suddenly, he exits, slamming the door behind him.  
 
INT. NORA’S LOUNGEROOM 1959 - EVENING 
Nora is shaken. Was she wrong?  
The door bell rings again. 
She goes to the door and opens it a fraction to speak. 
NORA 
Richard -- I -- 
She screams as Harry pushes the door open and stumbles in drunk. 
NORA 
What are you doing here? Get out! 
HARRY 
You stinking slut. Tell me to get out, will you? -- 
I’ve had enough -- I want my ring back -- 
NORA 
Take it! Take it -- here -- 
She gets the ring box from the mantel and flings it at his feet. 
NORA 
(continuing) 
Take it! Go!  
HARRY 
You’re never going to see your baby again! 
Never!  
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NORA 
No, you can’t do that. I won’t let you -- 
Harry hits her. 
HARRY 
Mother was right about you! I gave you a chance 
-- the minute my back was turned -- carrying on... 
filthy, stinking tramp -- 
He starts to lay into her. She screams.  
Walter rushes up the stairs and punches Harry in the gut. Harry’s 
winded but advances on Walter.  
HARRY 
Can’t get enough, lover-boy? Well, cop this ! 
He walks straight into a hard left and right from Walter and is 
knocked out cold. 
Not waiting to see the outcome, Nora runs down the steps and into 
the night. 
 
EXT. FITZROY STREET ST KILDA 1959 - NIGHT 
Nora runs down the busy street avoiding diners coming out of 
restaurants.  
She clips one couple as she runs. 
MAN 
Oi, watch it. Bloody nearly knocked us over! 
She turns off into a deserted side street and slows to a walk. 
She walks a few steps before noticing that someone is following her. 
She walks faster and then breaks into a run.  
Nora runs and turns into an alley and then into a door alcove. 
Someone runs past her. She stays frozen until the footsteps have died 
away.  
She emerges cautiously from the alcove, and, trying not to run, walks 
up the street in the opposite direction to the runner.  
She turns the corner into Harry’s street. The lights are on at Harry’s 
house. She hurries forward to the gate and stops. 
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Rose and Child Nora are silhouetted in the window. Rose puts Child 
Nora into her cot and turns off the light. Darkness. 
Now’s her chance. Cautiously, she lifts the latch of the gate. A hand 
closes around her wrist. 
It’s Richard. She gives a small scream of shock. 
RICHARD 
Nora? What are you doing here? Isn’t this 
Harry’s house?  
NORA 
I -- I-- 
 
INT. FRANK LUSCOMBE’S KITCHEN - LATE AFTERNOON 
A modest room which looks out onto the verandah. There’s a 
stunning view over the hills toward Melbourne and to the sea beyond 
on a clear day. Today though, the clouds are grey and heavy. 
Frank Luscombe (85) is dying of emphysema. Periodically he 
breathes into his oxygen mask before speaking.  
Lucy and Walter have been sitting with Frank for a while - beside 
them are the remnants of afternoon tea.  
Lucy’s wound up to breaking point. Periodically she picks up and 
puts down down the crime scene photograph of the black pearls. 
Frank slowly examines the Blue Book with his name on it.  
FRANK 
We had to interview Ava Gardner -- I remember 
that. That should be in here somewhere --  
WALTER 
I met you at the gate -- took you round -- do you 
remember?  
FRANK 
-- Can’t say I do -- What were you doing? -- You 
did say. Security? That’s right. And then you 
joined the force -- good for you. 
Frank is looking for something but he’s distracted by Lucy’s actions 
with the photograph.  
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LUCY 
(noticing) 
Sorry, Mr Luscombe -- 
FRANK 
(to Walter) 
Tell me again why the crime scene photos were 
missing?  
Walter shrugs. 
Frank takes up the collection of crime scene photos spread out on the 
coffee table and sorts through them. 
FRANK 
(to Lucy) 
And you say Harry sent these to his daughter – 
your friend?  
Frank examines the postmark on the envelope. 
FRANK 
(to himself) 
How did he get them? 
Looking at the postmark. 
FRANK 
(continuing) 
-- March tenth, this year. 
LUCY 
The day of her accident - a hit and run – and now 
she –- 
She looks at the photograph of the black pearls. 
LUCY 
(continuing) 
Were these the --? 
Frank looks at the photo. 
FRANK 
Yes. The murder weapon. 
Lucy’s face crumples. 
Walter pats Lucy on the shoulder. 
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WALTER 
She’ll pull through. I know she will.  
Frank examines the photographs. He shakes his head and looks at 
some Indenti-Kit photos. 
FRANK 
-- the Italian -- never found him -- but there was 
something - it’s coming back to me now - a 
swarthy man -- She was frightened - thought 
someone was following her -- 
LUCY 
What about Harry? Didn’t it all point to him? 
FRANK 
All circumstantial. Couldn’t even get a 
committal.  
FRANKS’S WIFE collects the remnants of the afternoon tea. It’s 
clearly time to go. 
FRANK  
(breathing laboriously) 
We never thought it was Harry. We liked 
someone else - someone from the set.  
LUCY 
Richard. That’s what Harry thought. Harry tried 
to see him, but -- 
FRANK 
Amazing how they kept it out of the papers. Just 
amazing. Wouldn’t happen now of course. 
LUCY 
When -- when exactly did she die? 
FRANK 
Twenty-sixth of March. 
He smiles, pleased with himself for remembering. 
FRANK 
(continuing) 
Fifty-two years ago tomorrow. 
Lucy’s stricken face. 
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EXT. OTB LOCATION - WOMEN’S HOSPITAL, LONSDALE ST 
1959 - DAY 
Close on a clapper board. We see the date clearly: 26/3/59. 
LOADER 
Three sixty-three take two. 
He bangs the clapper board. 
Tania(Nora) with her parents in the long line up of extras receiving 
suicide pills outside the hospital. 
She wears the same dress as in the morgue photos. 
KRAMER 
-- and action. 
The line moves forward. 
The CONTINUITY GIRL speaks anxiously to Kramer showing him 
a Polaroid. 
KRAMER 
Cut. No pearls. 
WARDROBE WOMAN 
I gave them to her. 
NORA 
I -- I can’t wear them.  
CONTINUITY GIRL 
You have to - they’re in the master.  
NORA 
Master? 
CONTINUITY GIRL 
(rudely) 
We did it in January. Remember? 
Silence as everyone looks at Nora. 
Reluctantly, she pulls a single strand of black pearls out of her pocket 
and fastens them around her neck. 
A collective sigh as everyone returns to their marks. 
Nora’s ‘parents’ give her a dirty look. 
FATHER 
Come on, girlie. 
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EXT. ON THE BEARCH LOCATION - WOMEN’S HOSPITAL, 
LONSDALE ST 1959 - LATER 
LOADER 
Three sixty-three take twelve. 
He bangs the clapper board. 
The pill procession has progressed.  
The NURSE hands Nora the pills. She drops them. 
KRAMER 
Cut. And again. 
Nora looks around. A few people in the crowd and a few members of 
the crew turn away, smile and whisper. Is it her imagination? 
She sees Harry standing next to the camera sporting a black eye and a 
plaster on his cheek. He sneers at her. 
 
INT. HOSPITAL ROOM NORA - DAY 
Tosses and turns.  
The ECG machine has been removed. 
The fold-out chair-bed where Lucy has been sleeping is empty, 
though still strewn with Lucy’s clothes. 
Nora is alone.  
 
POLICE HEADQUARTERS INTERVIEW ROOM - DAY 
Lucy sits at the table. There is a piece of paper and a pen in front of 
her. Rix stands above her. 
LUCY 
I’m not signing it. None of it’s true. 
RIX 
You deny you had a fight with Nora Bennett on 
the night in question? 
LUCY 
But I didn’t run her down --  
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RIX 
Who did then? Your new lover? You’d grown 
tired of Nora, you wanted fresher, younger pussy,  
but she didn’t approve. So you hatched this plan, 
didn’t you? Didn’t you? Come on, Miss 
Mantello, we know it was you. The vehicle paint 
colours match exactly...  
LUCY 
Are you charging me then? Because I didn’t do it. 
 
EXT. HOSPITAL CAR PARK - LUCY - DAY 
Drives into a park. She turns the car off and sits for a minute 
recovering from the ordeal with Rix. 
Pulls herself together and drags her now bulging bag full of manila 
folders and photo frames off the seat. 
Moving as fast as she can she takes a few steps towards the hospital 
before she notices Walter’s car. The Customline Ford is in perfect 
condition.  
She flips open her phone and makes a call.  
OPERATOR’S VOICE  
(to Lucy) 
The person you are calling is not avaiable... 
She flips the phone shut and continues towards the hospital. 
 
INT. HOSPITAL ROOM - LUCY - DAY 
Stumbles into the room and plonks the bag on the day bed. 
LUCY 
(to Nora) 
I got back as quick as I could - 
God, I hate that prick. 
Nora moans. 
Lucy’a attention is immediately on her. 
LUCY 
(continuing) 
It’s started, hasn’t it? The day.  
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She wets a washcloth at the basin and sponges Nora’s face and 
hands. 
Lucy looks around - no one else is there. 
She climbs into Nora’s bed and holds her.  
LUCY 
The shoot went wrong, didn’t it. Why? Because 
the baby secret came out? Who told them? 
 
EXT. ON THE BEACH LOCATION - WOMEN’S 
HOSPITAL, LONSDALE ST 1959 - DAY 
Nora sits with her hands covering her face.  
RICHARD  
(o.s) 
We’re going again.  
Harry leans in next to her with a tape to measure the focus length. 
HARRY 
(hissing in Nora’s ear) 
Call yourself an actress. You’ll never be in 
another film again. 
Nora looks past him. Everywhere she sees staring, accusing faces.  
RICHARD 
Alright, take five everyone. Nora, make-up. 
He gives her a cold, contemptuous look. 
NORA 
Richard?  
Richard turns away and with his back to her begins a conversation 
with Pepe. 
Nora looks at Iris and the Wardrobe Lady staring at her. 
NORA 
Iris? 
Iris turns away and begins an engrossing conversation with the 
Wardrobe Lady. 
NORA 
(continuing) 
What’s wrong with everyone? 
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No answer. They still stare. Somewhere, someone titters. 
 
EXT. ON THE BEACH LOCATION - WOMEN’S HOSPITAL, 
LONSDALE ST 1959 - LATER 
Nora stands looking cold waiting for make-up. 
A WOMAN - she moves too quickly to be identified - drops a robe 
over Nora’s shoulders and exits. 
NORA 
(calling after her) 
Oh, thanks! 
Nora slips on the robe and puts her hands in the pockets.  
She pulls out a folded note from the pocket of the robe. She unfolds 
it. 
INSERT: THE NOTE 
A cartoon of a baby crying.  
She screws the note up and looks around. She’s alone. 
Roger, the make-up man miraculously appears. He bustles around her 
with his powder puff and comb. 
NORA 
Hypocrites! As if their mothers didn’t walk down 
the aisle expecting. 
ROGER 
Don’t let them see you care. Just in case -- 
He squeezes her hand. 
ROGER 
(continuing) 
Be careful, darling. Huh? 
 
EXT. ON THE BEACH LOCATION - WOMEN’S HOSPITAL, 
LONSDALE ST 1959 - LATER 
Nora sees Richard walking ahead of her.  
NORA 
Richard! Wait! 
He doesn’t stop. She runs to catch up. 
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NORA 
(continuing) 
I’ve got to explain -- 
He turns on her. 
RICHARD 
I know why you were at Harry’s last night. He’s 
the father of your baby -- you scheming two-
timing tramp! 
NORA 
It’s not like that, you’ve twisted things -- 
She holds onto his arm. He shakes her off. 
RICHARD 
Don’t touch me! You almost got me to marry 
you. Well, nobody takes me for a ride, baby, least 
of all a cheap trick like you. 
She latches onto his arm again. 
NORA 
It wasn’t like that -- it wasn’t... 
RICHARD 
Get off! 
He cuffs her hard across the face. She lets go and lands in a garbage-
filled gutter . 
He walks on without looking back. 
Tear-stained and dirty, Nora drags herself back towards her caravan. 
Onlookers stare at her but she doesn’t notice. 
Harry steps up to her. 
HARRY 
(in Nora’s face) 
You’re never going to see Nora again. Mum’s 
taking her away -- 
NORA 
No! She can’t...  
She turns runs into the crowd.  
The crowd push forward eager to see the filming. Nora fights against 
them desperate to get through.  
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EXT. HARRY’S HOUSE ST. KILDA 1959 – DAY 
A cab pulls up outside.  
Nora leaps out and runs up the path.  
She opens the front door and runs through the house into Child 
Nora’s room. It’s completely empty - stripped of furniture and 
belongings. 
NORA 
(crying out) 
No! 
She wails in anguish.  
 
INT. HOSPITAL ROOM - DAY 
Nora in bed wails in anguish. 
She flails around gasping for breath. Suddenly she stops moving, her 
mouth open, her colour draining away. 
Lucy shakes her. 
LUCY 
No! You’re not leaving me. Do you hear me? 
We’re going through this together -- and I’m 
going to bring you back -- 
She holds her tight, willing her to start breathing again. 
After what seems like an age but is only a few seconds Nora’s colour 
returns and she starts breathing normally. 
Lucy sobs with relief. 
LUCY 
Don’t you ever do that again. 
 
EXT. ST. KILDA STREET - NORA 1959 – DAY 
Trudges along. She doesn’t know where she’s going. 
Walter pulls up ahead of her. 
WALTER 
Nora! Nora! 
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She walks right past him. 
WALTER 
(continuing) 
Hey! 
He gets out and runs after her.  
Taking her arm he propels her back to the car. Opens the passenger 
door and pushes her in. Zombie-like she doesn’t resist. 
 
INT. WALTER’S CAR - DAY 
Nora sits in silence. 
WALTER 
I’m taking you back to the set. With a bit of luck, 
we can get back before lunch is over and there’ll 
be no harm done.  
Silence. Then, 
NORA 
It doesn’t matter. 
Walter glances over at her, concerned. 
WALTER 
He let you down, didn’t he? Richard. I knew he 
would. Not good enough for you -- 
NORA 
You told them, didn’t you? That’s how they all 
knew about her - you told them... 
WALTER 
I had to, don’t you understand? I had to so you 
could see -- 
NORA 
It doesn’t matter. Rose took her. She’s gone. 
 
INT. HOSPITAL ROOM - DAY 
NURSE 1 stands over Lucy in Nora’s bed. 
NURSE 1 
Get out of there. She’s safe here - go on take a 
break. 
  
 
106
LUCY 
A break? She almost died a minute ago. She 
needs me -- 
NURSE 1 
Not to pull out one of those tubes she doesn’t. 
Doctor Liu catches you there --  
She makes a throat-cutting gesture. 
As if on cue, DOCTOR LIU storms in followed by NURSE 2. 
DOCTOR LIU 
You in patient’s bed? Not allowed - that very 
dangerous. Enough! You go now! 
LUCY 
I’m not going. She needs me. 
Nurse A approaches tentatively. 
NURSE 1 
How about getting a cup of coffee at least? I need 
to freshen up her pillows anyway. 
Lucy exits reluctantly into the  
CORRIDOR  
Lucy at the coffee machine.  
Nurse 1 on the phone at the Nurses’ Station sees her. 
NURSE 3 
Lucy, there’s a phone call for you. 
She holds out the phone to Lucy. Lucy takes it and listens 
incredulously. 
LUCY 
(into phone) 
Why should I believe anything you say? ... Not 
up here - you’ll upset her. I’ll come down. Wait 
by the florist’s. 
She hands the receiver back to Nurse C, crosses to the lift and presses 
the down button. 
 
INT. HOSPITAL FOYER - LUCY - DAY 
Steps out of the lift into the busy foyer.  
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Rix waits outside the florist shop holding a folder. He sees Lucy and 
steps forward with his hand extended. 
RIX 
Miss Mantello, let me apologise for our previous 
misunderstanding.  
Lucy ignores his hand. 
RIX 
(continuing) 
We just received the final results of the paint 
analysis and the results are -- well, not what we 
expected. I’ve got some pictures of the car here - 
if you could take a look --  
Lucy takes the folder but doesn’t open it. 
RIX 
(continuing) 
-- when you have a moment, of course.  
LUCY 
(interrupting) 
-- I’ve got to get back now. I’ve got your number. 
She turns her back on him and presses the up button on the lift. It 
opens. 
 
INT. HOSPITAL LIFT - LUCY - DAY 
Steps in, presses the tenth floor button and moves to the back. About 
ten people with strollers and kids get in before the doors shut.  
Only now does she open the Rix’s folder. Inside are pictures of a 
1959 two-tone Custom line Ford - Walter’s car.  
She pulls out her phone and tries to ring Rix. There’s no reception in 
the lift. 
She tries to push her way to the front but there are too many people.  
The lift proceeds upwards slowly, stopping several times to let 
people out. 
Finally they reach the tenth floor. 
Lucy steps out into the  
CORRIDOR 
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Pressing Rix’s number as she does. 
LUCY 
(into phone) 
Sergeant Rix? It’s Lucy Mantello here. That car - 
it’s here in the hospital car park - it belongs to 
Walter Brady -- 
She stops abruptly on the threshold of  
NORA’S ROOM 
Walter sits beside Nora’s bed. His back is to Lucy but she can see he 
holds a pillow. 
He appears to be speaking to Nora. As he speaks he twists the pillow. 
He doesn’t notice Lucy. 
Slowly and carefully, she steps back into the  
CORRIDOR  
Watching Walter, Lucy presses ‘redial’. 
LUCY 
(into phone) 
He’s here, sitting beside her bed. He’s got a 
pillow ... no, I’m staying right here until you  
come... in the corridor. Yes, of course. I promise, 
I won’t go into the room. 
She closes the phone silently. 
Very quietly she steps into  
NORA’S ROOM 
behind Walter. 
She moves closer and closer until she can hear what he’s saying.  
WALTER 
(to Nora) 
Harry sent me a letter ... he was ill ...told me he 
had the photos ... I’d destroyed the ones in the file 
... we argued ... and he -- he fell. The photos 
weren’t there - he’d already sent them to you --  
O.S the ping of the lift. 
Lucy turns around to see Rix and a UNIFORMED OFFICER enter. 
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The officer makes a move towards Walter but Rix shakes his head 
and gestures to them to be quiet. He holds up a small digital recorder. 
Walter is in his own world, oblivious to anyone else in the room. 
He rocks back and forward gripping the pillow. 
WALTER  
He was here ... he started to recover ... I couldn’t 
let him --, and then I met you ... 
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - LATE 
AFTERNOON 
Nora sits on the couch listening. 
WALTER 
(O.S. continuing) 
... you looked like her ... how she would’ve 
looked if... if ... ... when you showed me the 
photos, I knew ... I had to ... I loved her -- 
NORA 
(looking at Walter) 
It was you -- that’s what happened. All the time it 
was you --  
Walter doesn’t hear her.  
He paces around energised and full of plans.  
WALTER 
-- we’ll get married -- put all this behind us, start 
a family of our own -- a whole new life. Why 
Nor, it’ll be grand -- just the two of us, little Nora 
too, of course -  
He runs to her, eyes shining. 
He takes her hands. 
WALTER 
(continuing) 
I know you don’t love me yet, but it doesn’t 
matter -- 
 
INT. NORA’S HOSPITAL ROOM - DAY 
Walter is no longer at Nora’s bedside.  
  
 
110
He stands looking out the window at the sky.  
WALTER 
(continuing) 
-- I love you enough for both of us. 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - LATE 
AFTERNOON 
Walter on the couch tries to kiss Nora; with one hand he undoes his 
trousers.  
She resists at the same time she tries to wrench off the necklace.  
NORA 
No -- I’m not her!  
 
INT. NORA’S HOSPITAL ROOM - NORA - DAY 
Twists and turns on the bed clawing at an imaginary necklace.  
LUCY 
Fight! Stay in there! 
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - LATE 
AFTERNOON 
Walter puts his hands over hers to stop her breaking the necklace. 
WALTER 
No, no, leave them, they’re beautiful. You’re 
beautiful. Let me, let me, please -- 
He kisses her passionately. 
She still resists. The necklace won’t break. 
NORA 
Walter, listen to me, I’m not her! I’m not her! 
Unaware of what he’s doing, his hands twist the pearls around her 
neck. 
She struggles. 
 
INT. NORA’S HOSPITAL ROOM - NORA - DAY 
Thrashes wildly on the bed. 
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NORA 
I’m not her! 
LUCY 
Nora! Fight! 
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - LATE 
AFTERNOON 
Close on the pearls tightening around Nora’s neck. 
 
INT. NORA’S HOSPITAL ROOM - DAY 
The medical team perform a tracheotomy on Nora. 
DOCTOR 
Airway’s clear but her throat’s collapsing - she’s 
going into arrest. 
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - LATE 
AFTERNOON 
The pearls are pulled tight. 
 
INT. NORA’S HOSPITAL ROOM - DAY 
Nora’s body leaps as fibrillation is applied. 
DOCTOR 1 
We’re losing her! 
They try again. 
The ECG shows flat. 
LUCY 
No! No! 
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - LATE 
AFTERNOON 
Close on Nora’s pupils dilating and becoming fixed as Walter huffs 
and puffs over her. 
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DOCTOR 2 
(o.s) 
Pupils fixed and dilated! 
DOCTOR 1 
She’s gone. 
 
INT. NORA’S HOSPITAL ROOM - LUCY - DAY 
Screams and throws herself over Nora. 
The medical team are in shock unsure of how this happened. 
Rix and his officer stand confused.  
Nora’s bed and medical team is between them and Walter who still 
gazes out of the window, oblivious to all the furious activity. 
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - DUSK 
Walter realising what’s happened stares at Nora in horror. 
Nora’s body slips off the couch and onto the floor. 
Still staring, Walter, trancelike, holding up his trousers backs away 
from her.  
O.S. the band breaks into a dance tune in preparation for the wrap 
party. 
The music shocks Walter into life. He makes it to the door, checks no 
one can see him and runs. 
 
INT. NORA’S HOSPITAL ROOM - WALTER - DAY 
Still at the window. 
WALTER 
(staring out the window) 
No one saw me -- they were all at the wrap party.  
 
INT. ON THE BEACH SET NORA’S CARAVAN 1959 - DUSK 
Nora’s body lies on the floor. 
O.S. Loud chatter and laughter from the revellers at the wrap party. 
Suddenly the door opens. 
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HARRY 
Nora? 
He flicks the light switch and sees Nora’s body lying on the floor. 
WALTER 
(v/o) 
They tried to pin it on him, of course. Richard 
had an alibi - he was with another woman and 
everyone knew how jealous Harry was -- 
 
EXT. ON THE BEACH SET 1959 - HARRY - NIGHT 
Faces a barrage of flashbulbs from reporters freezing him in black 
and white. 
INT. NORA’S HOSPITAL ROOM - WALTER - DAY 
Still staring out the window. 
WALTER 
(continuing) 
-- but the production kept it out of the papers. 
They wiped her out of the movie - almost like she 
never existed. But now you know ... now 
everyone knows --  
He turns around and for the first time makes eye contact with Rix. 
Then in one continuous movement he turns and unhooks the fire 
extinguisher from the wall and using it to break the glass launches 
himself through the window and into the void beyond. 
Rix and his officer stand stunned. 
 
EXT. BEACH CIRCA 1960 - DAY 
Nora Stovale and Nora Bennett (aged about two) sit alone on the 
beach. 
They laugh together as they build an enormous sandcastle. 
Lucy’s voice is heard, faint at first but growing louder. 
LUCY 
(o.s) 
Nora! Nora! 
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Nora Bennett notices the cries but Nora Stovale remains oblivious to 
them.  
As Lucy’s cries get louder the beach scene becomes increasingly 
hazy until it DISSOLVES TO 
INT. NORA’S HOSPITAL ROOM - DAY  
LUCY 
Nora! 
Lucy’s face becomes clearer and clearer. She’s crying. 
She grips Nora’s hand tightly. 
LUCY 
(continuing) 
You came back. 
Nora nods slowly. She’s crying too. 
NORA 
(with difficulty) 
Yes. 
She smiles. 
THE END  
 
